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In	  the	  last	  half-­‐century,	  research	  and	  publication	  has	  given	  exponential	  attention	  to	  
the	  theory	  of	  curatorial	  practice	  in	  Visual	  Art.	  In	  that	  time,	  the	  literature	  indicates	  that	  
the	  curator	  has	  inhabited	  many	  roles,	  such	  as	  caretaker,	  mediator,	  auteur	  and	  cultural	  
producer,	   most	   of	   which	   were	   thought	   to	   be	   quite	   distinct.	   At	   present,	   the	  
contemporary	   curator	   has	   the	   ability	   to	   take	   on	   any	   or	   all	   of	   these	   roles	  
simultaneously,	  but	  the	  lack	  of	  role	  definition	  complicates	  the	  contention	  as	  to	  how	  
little	   or	   how	  much	   a	   curator’s	   creativity	   should	   effect	   the	   exhibition	   of	   artworks.	  
Examination	  of	  the	  roles	  embodied	  in	  the	  creation	  of	  exhibitions	  as	  they	  proceed	  can	  
help	   to	   establish	   a	  more	   contemporary	   understanding	   or	   definition	   of	   the	   role	   of	  
curator	   and	   the	   implications	   for	   collaborative	   outcomes.	   This	   thesis	   situates	   itself	  
within	  the	  context	  of	  ongoing	  debate	  over	  the	  conflation	  of	  art	  and	  curating	  and	  the	  
ongoing	  tension	  between	  artistic	  autonomy	  and	  curatorial	  intervention.	  This	  research	  
project	   acclimates	   these	   polarities	   using	   a	   collaborative	   and	   discursive	   curatorial	  
methodology	  in	  the	  creation	  of	  two	  exhibitions,	  one	  digital	  and	  one	  physical,	  entitled	  
pars	   pro	   toto,	   (from	   the	   Latin:	   ‘part	   (taken)	   for	   the	   whole’).	   Through	   practice-­‐led	  
investigation	   and	   scholarly	   research,	   this	   research	   project	   investigated	   how	   the	  
temporary	  exhibition	  operates	  as	  a	  site	  for	  experimentation	  and	  provocation,	  how	  the	  
relationship	  between	  artist	  and	  curator	  facilitates	  and	  functions	  within	  this	  paradigm,	  
while	  analysing	  the	  factors	  that	  assist	  the	  contemporary	  curatorial	  role.	  pars	  pro	  toto’s	  
outcomes	   indicate	   that	   a	   discursive	   curatorial	   methodology	   allows	   for	   increased	  
curatorial	   creativity	   while	   also	   allowing	   artists	   work	   to	   maintain	   autonomy	   when	  
participating	   in	   a	   collaborative	   exhibition	   process.	   The	   research	   project,	   enacted	  
through	  creative	  practice,	  furthers	  critical	  discourse	  surrounding	  the	  representation	  
of	   art,	   and	   provides	   some	   factors	   that	   ensure	   increased	   variety	   in	   the	   iteration	   of	  
artists’	  works.	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CHAPTER	  1	  Introduction	  
	  
Background	  to	  the	  Study	  
	  
From	   the	   1960s,	   a	   neo-­‐critical	   space	   for	   curatorial	   practice	   has	   emerged	   through	  
conceptual	   art	   and	   later	   postmodern	   tendencies	   that	   differed	   from	   traditional	  
critique,	  going	  beyond	  the	  artists	  and	  the	  objects	  and	  placing	  a	  critical	  precedence	  on	  
the	   exhibition	   as	   a	   whole	   (O'Neil	   2007).	   Curators	   and	   artists	   explored	   alternative	  
modes	   to	   traditional	   institutional	   models	   for	   exhibition	   and	   display,	   altering	   the	  
organisation	  of	  work	  inside	  the	  institution	  where	  permitted,	  using	  alternative	  spaces	  
outside	  the	  institution,	  or	  a	  combination	  of	  the	  two.	  The	  shows	  where	  characterised	  
by	  conceptual	  titles	  or	  frameworks,	  often	  a	  cross-­‐over	  of	  works	  exploring	  separate	  art	  
movements,	  and	  a	  merging	  of	  space	  and	  object.	  As	  a	  result,	  critics	  began	  to	  discuss	  
the	  effect	  that	  the	  organisation,	  titling,	  and	  presentation	  of	  works	  had	  on	  conceptual	  
resonances	  and	  audience	  reception,	  and	  whether	  the	  curatorial	  paradigm	  had	  shifted.	  	  
	  
At	  the	  same	  time,	  the	  parameters	  of	  exhibition	  began	  to	  include	  more	  discursive	  and	  
conversational	  elements	  within	  and	  surrounding	  the	  exhibition	  environment	  (O'Neil	  
2007).	  Discursive	  in	  this	  curatorial	  context	  refers	  to	  its	  digressive	  and	  reflexive	  nature,	  
following	   tangents	   arising	   from	   discussion	   or	   research,	   reflecting,	   and	   folding	  
consequent	  ideas	  back	  into	  the	  project.	  Many	  exhibition	  models	  demonstrated	  post	  
1960s	  provide	  a	  site	  for	   investigation	  of	  a	  developmental	  and	  evolving	  approach	  to	  
exhibition	  design	  that	  provides	  non-­‐linear	  narrative	  structures,	  circumvents	  codified	  
rules	  for	  displaying	  art,	  and	  focuses	  on	  a	  discourse	  generated	  by	  the	  works	  themselves	  
(von	   Hantelmann	   2011,	   8).	   The	   latter	   is	   not	   to	   be	   confused	   with	   the	   conceptual	  
theming	  of	  an	  exhibition	  where	  the	  curator	  looks	  for	  works	  that	  fit	  under	  a	  heading,	  
but	   rather	   a	   selection	   of	   works	   that	   when	   placed	   together,	   generate	   one.	   	   This	  
tendency	   toward	   the	   experimental	   manifests	   most	   prevalently	   in	   the	   temporary	  
exhibition,	  which	  has	  now	  become	  a	  preferred	  method	  of	  presentation,	  mainly	  due	  to	  
its	  flexibility	  (Heinich	  and	  Pollk	  in	  Greenberg	  et.	  al.	  	  1996,	  237).	  	  





As	   critical	   discourse	   became	   centred	   round	   the	   curator,	   the	   nature	   of	   artistic	  
autonomy	  and	  to	  what	  extent	  artists	  have	  authority	  over	   their	  work	   is	   increasingly	  
debated.	  According	   to	  Hulatt,	   artistic	   autonomy	   refers	   to	   the	  meaning	   the	  work	   is	  
communicating	  as	  a	  result	  of	  distinctive	  and	  intrinsic	  conceptual	  resonances	  which	  are	  
mediated	  by	  its	  context	  within	  relevant	  traditions	  of	  artistic	  making,	  and	  the	  artists	  
intention	  (Hulatt	  2013,	  14).	  As	  architect	  of	  this	  experience,	  the	  artist	  maintains	  their	  
authorial	   position	  over	   its	   reception	  but	   to	  what	   extent	   remains	  uncertain.	   	  While	  
artists	   like	   Jackson	   Pollock,	   the	   ‘Artist	   as	   Genius’,	   asserted	   complete	   control	   and	  
authority	  over	  their	  work,	  in	  more	  contemporary	  cases	  it	  is	  the	  viewer	  that	  is	  seen	  to	  
complete	  the	  exhibited	  work	  with	  their	  experience	  of	  it.	  At	  some	  point	  in	  both	  cases,	  
artists	  must	  relinquish	  their	  perceived	  control	  over	  the	  reception	  of	  their	  work	  and	  
perhaps	  investigate	  what	  happens	  when	  they	  do	  (Lingwood	  in	  Hiller	  et	  al.	  2000,	  28).	  	  
	  
The	  curatorial	  role	  sits	  between	  the	  artist	  and	  the	  audience,	  assisting	  a	  communicative	  
dialogue	   and	   translating	   thematic	   concerns.	   Similar	   to	   the	   process	   of	   translation,	  
curating	  involves	  the	  selection	  of	  elements,	  and	  creates	  structures	  in	  which	  they	  are	  
understood.	   Of	   course	   in	   this	   process	   they	   also	   become	   a	   filter,	   and	  while	   this	   is	  
intended	  to	  be	  an	  objective	  task	  in	  which	  all	  important	  things	  come	  through,	  in	  the	  
curator’s	  selection	  (or	  filtration)	  their	  discrimination	  inevitably	  results	  in	  the	  seen	  and	  
the	  unseen,	  the	  valued	  and	  the	  devalued	  (Buden	  in	  Lind	  2012,	  30).	  This	  ability	  to	  place	  
value	  on	  one	  work	  or	  artist	  over	  another	  gives	  the	  curator	  a	  power	  of	  authority,	  which	  
can	  be	  said	  to	  contest	  that	  of	  the	  artist.	  Within	  this	  debate	  of	  authority	  the	  inherent	  
power	   relations	  between	  artist	   (the	  creator)	  and	  the	  Curator	   (the	   facilitator)	  move	  
back	  and	  forth.	  
	  
The	   discussion	   surrounding	   contemporary	   curating	   reflects	   many	   positions	   with	  
regard	  to	  how	  much	   input	  a	  curator	  should	  have	  when	  exhibiting	  artworks	  (O’Neill	  
2012,	  88).	  At	  one	  end	  of	  the	  debate,	  there	  are	  scholars	  saying	  that	  the	  curator	  should	  
remain	  invisible	  and	  merely	  take	  care	  of	  the	  works	  in	  their	  charge.	  At	  the	  opposite	  end	  
of	   the	  spectrum	  you	  have	  the	   ‘Curator	  as	  Auteur’	  where	  the	  curator	   is	   the	  creator	  
(Heinich	   and	   Pollk	   in	   Greenberg	   et.	   al.	   1996,	   233).	   While	   the	   name	   ‘curator’	   has	  
remained	  in	  its	  original	  form,	  the	  definition	  of	  curator	  has	  shifted	  and	  has	  indicated	  





various	   meanings	   and	   roles,	   from	   ‘care	   taker’,	   to	   ‘mediator’	   between	   institution,	  
artist,	   and	   audience,	   to	   ‘creator	   of	   cultural	   meaning’.	   The	   contemporary	   curator	  
embodies	  all	  of	  these	  traits	  to	  a	  certain	  degree,	  and	  in	  some	  cases	  has	  even	  been	  given	  
the	  title	  of	  ‘auteur’,	  as	  in	  ‘author’,	  in	  the	  sense	  of	  one	  in	  a	  position	  of	  control,	  loftier	  
than	  the	  artist.	  pars	  pro	  toto	  situates	  itself	  within	  this	  context	  of	  ongoing	  debate	  over	  
the	   convergence	   of	   art	   and	   curating	   and	   the	   “contradictory	   pull”	   between	   artistic	  




The	   project	   seeks	   to	   explore	   the	   temporary	   exhibition	   as	   a	   site	   for	   curatorial	   and	  
artistic	  experimentation	  and	  provocation.	  It	  asks	  the	  following	  questions:	  
	  
1.	   How	   does	   the	   relationship	   between	   artist	   and	   curator	   function	   within	   an	  
experimental	  exhibition	  paradigm?	  
2.	  How	  do	  the	  resultant	  relationships	  between	  curator,	  artist,	  and	  audience	  inform	  or	  
alter	  current	  definitions	  of	  ‘curator’?	  
	  
pars	  pro	  toto	  used	  hybrid	  practice-­‐led	  research	  strategies	  of	  exhibition,	  scholarly	  
research	  and	  writing	  of	  theoretical	  knowledge	  in	  the	  field,	  curation	  of	  two	  
exhibitions	  that	  are	  formed	  through	  and	  developed	  based	  on	  this	  knowledge,	  and	  
reflective	  and	  reflexive	  forms	  of	  practice.	  This	  document	  and	  research	  that	  has	  been	  
conducted	  will	  then	  undergo	  a	  process	  of	  synthesis,	  analysis,	  and	  to	  some	  extent,	  
resolution,	  which	  should	  be	  understood	  in	  relation	  to	  the	  practical	  exhibition	  
component.	  The	  result	  of	  this	  research	  will	  be	  articulated	  in	  the	  final	  chapter	  of	  the	  
thesis	  in	  which	  there	  will	  be	  reflections	  on	  the	  exhibition	  itself	  in	  relation	  to	  the	  
theoretical	  concepts	  being	  established,	  and	  suggestions	  for	  further	  developments.	  
Through	  scholarly	  research	  and	  reflexive	  practice-­‐led	  investigation	  including	  two	  
exhibitions,	  one	  digital	  and	  one	  physical,	  pars	  pro	  toto	  explores	  what	  factors	  operate	  	  
in	  the	  experimental	  exhibition	  site,	  how	  the	  curator	  and	  artist	  relationship	  is	  
negotiated,	  and	  the	  potential	  for	  extending	  and	  defining	  curatorial	  practices.	  	  
	  






CHAPTER	  2	  	  Contextual	  Review	  
	  
The	  Complexity	  of	  Contemporary	  Curatorial	  Roles	  
	  
Museums,	   institutions,	   and	   curators	   have	   a	   long	   history	   of	   defining	   their	   role	   and	  
position	  within	  society.	  In	  order	  to	  examine	  curatorial	  intervention	  in	  the	  exhibition	  
space	  it	  must	  firstly	  be	  established	  what	  the	  theoretical	  conception	  of	  the	  role	  of	  the	  
curator	  has	  been.	  
	  
	   Care	  Taker,	  Mediator,	  and	  Cultural	  Producer	  
The	  word	  curator	  can	  be	  found	  as	  far	  back	  as	  Ancient	  Roman	  times,	  referring	  to	  the	  
care	  taker	  of	  public	  domains,	  then,	  in	  Medieval	  times	  it	  described	  the	  priest	  who	  cared	  
for	  souls	  (Morton	  2014).	  The	  use	  of	  the	  term	  curator	  in	  relation	  to	  the	  visual	  arts,	  does	  
not	   seem	   to	   arise	   until	   the	   seventeenth	   century	   when	   works	   of	   art	   began	   to	   be	  
exhibited	   in	   public	   institutions.	   The	   enlistment	   of	   institutions	   to	   demonstrate	  
practices	  of	  high	  culture	  for	  governmental	  purposes	  was	  aimed	  at	  producing	  a	  better	  
economy	   of	   cultural	   power	   for	   the	   sovereign	   before	   it	   was	   used	   for	   educational	  
purposes	  (Strong	  and	  Elias	  in	  Bennett	  1995,	  21).	  For	  example,	  in	  the	  sixteenth	  century,	  
the	  private	  art	  collection	  of	  Francesco	  I	  de’	  Medici	  was	  transferred	  to	  the	  Uffizi	  Gallery	  
for	  public	  viewing	  as	  a	  show	  of	  wealth	  and	  culture	  to	  legitimise	  the	  Medici	  Dynasty.	  In	  
this	  instance,	  “public”	  referred	  only	  to	  colleagues	  and	  invited	  guests;	  it	  was	  a	  political	  
undertaking	  that	  served	  his	  own	  purposes	  rather	  than	  the	  general	  populace	  (Olmi	  in	  
Bennett	  1995,	  27).	  	  
	  
When	   works	   of	   art	   were	   originally	   organised	   in	   spaces	   together,	   rather	   than	   a	  
fundamentally	   pedagogic	   representation	   of	   history,	   it	   was	   done	   in	   a	   way	   that	  
capitalised	  on	  the	  harmony	  between	  the	  works’	  aesthetic	  qualities,	  and	  in	  many	  cases	  
they	  clustered	  works	  and	  stacked	  them	  vertically	  up	  the	  walls,	  which	  is	  referred	  to	  as	  
skied	  (Fisher	  1991,	  7).	  In	  the	  seventeenth	  century,	  as	  works	  gradually	  became	  more	  
available	  to	  the	  general	  populace,	  principles	  of	  display	  and	  a	  canon	  of	  





	  representation	   began	   to	   develop	   as	   a	  way	   of	   effectively	   recording	   and	   conveying	  
historical	   information	   and	   chronology.	   The	   organization	   of	   works	   was	   firstly	   by	  
classification	  by	  national	   schools	  and	  art	  historical	  periods	   (Duncan	  and	  Wallach	   in	  
Bennett	  1995,	  36).	  At	  the	  same	  time,	  institutions,	  art	  galleries,	  and	  salons	  had	  partially	  
detached	  high	  cultural	  forms	  and	  practices	  from	  their	  function	  as	  displays	  of	  power,	  
and	  connected	  them	  to	  social	  and	  political	  critique	  (Habermas	  in	  Bennett,	  25).	  	  	  
	  
As	   the	   idea	   of	   governmentilisation	   and	   education	   crept	   into	   the	   museum	   in	   the	  
eighteenth	   century,	   linear	  narrative-­‐type	   structures	  were	  produced	   so	   that	   visitors	  
would	   intuitively	   internalise	   the	   history	   of	   art	   as	   they	  moved	   from	   room	   to	   room	  
(Wallach	   1998,	   1).	   The	   curator’s	   organisation	   of	   works	   into	   a	   linear	   narrative	   and	  
classification	  type	  of	  arrangement	  and	  display	  was	  thought	  to	  foster	  the	  increase	  of	  
knowledge	  and	  cultural	  enlightenment	  of	  the	  people,	  making	  the	  museum	  a	  highly	  
regulated	   place	   for	   education	   and	   observation	   (Goode	   in	   Bennett,	   24).	  When	   the	  
curator	   is	   caretaker,	   as	   the	   Latin	   translation	   suggests,	   the	   conservation	   and	  
preservation	  of	  works	  is	  of	  upmost	  priority.	  Part	  of	  their	  role	  as	  care	  taker	  is	  to	  ensure	  
that	  these	  codified	  modes	  of	  display	  are	  adhered	  to,	  and	  the	  preservation	  of	  the	  works	  
in	  transit,	  presentation,	  and	  storage	  is	  maintained.	  This	  refers	  not	  only	  to	  its	  physical	  
care	  but	  to	  the	  preservation	  of	  its	  historic	  context	  as	  well	  (Staniszewski	  	  1998,	  65).	  	  
	  
The	  idea	  of	  the	  preservation	  of	  historical	  context	  in	  presentation	  further	  developed	  to	  
become	  the	  standard	  form	  of	  technical	  display	  still	  seen	  today;	  the	  middle	  of	  hanging	  
works	  at	  roughly	  1.6metres,	  a	  minimum	  of	  30cm	  between	  works,	  didactic	  panels	  in	  
size	  12-­‐14	  Arial	  font	  (or	  something	  equally	  as	  clear)	  (Dean	  1996,	  32-­‐67).	  This	  form	  of	  
display	  was	  pioneered	  by	  the	  likes	  of	  Alexander	  Dorner	  and	  Alfred	  Barr	  in	  the	  Museum	  
of	   Modern	   Art	   in	   the	   early	   twentieth	   century,	   diverting	   from	   the	   salon	   skied	  
presentations	  (Staniszewski	  1998,	  68).	  Dorner	  and	  Barr	  saw	  the	  presentation	  of	  art	  
and	  its	  historical	  context	  as	  equally	  important	  to	  the	  work	  itself.	  





	  The	  1960s	  saw	  the	  rise	  of	  the	  curator	  as	  a	  creator	  rather	  than	  an	  undervalued,	  neutral	  
technician	  and	  record	  keeper.	  Many	  curators	  at	  this	  juncture	  had	  divorced	  themselves	  
from	  the	  institution	  in	  favor	  of	  independent	  exhibition	  making	  or	  organizing	  as	  it	  was	  
termed	   (Behnke	   2010,	   28).	   Subsequently,	   critical	   discourse	   evolved	   around	   the	  
curator	  and	  the	  influence	  their	  selection	  and	  representation	  had	  on	  the	  reception	  and	  
understanding	  of	  art.	  Subsequently	  an	  acceptance	  of	  more	  “pro-­‐active,	  creative,	  and	  
political	  [curatorial]	  roles	  in	  the	  production,	  mediation,	  and	  dissemination	  of	  art”	  have	  
been	  established	  (O’Neill	  2012,	  9).	  
	  
Since	  the	  1960s	  curatorial	  duties	  vastly	  increased	  along	  with	  a	  focus	  and	  responsibility	  
to	  the	  public	  audiences	  (Altschuler	  1994,	  236).	  This	  responsibility	  the	  curator	  has	  to	  
the	   public	   through	   the	   design	   of	   this	   interaction	   is	   imperative	   as	   exhibitions	   of	  
contemporary	  art	  establish	  and	  administer	  the	  cultural	  meanings	  and	  understanding	  
of	   art	   (Greenberg,	   Ferguson	   and	   Nairne	   1996,	   2).	   The	   curator	   has	   always	   had	   a	  
responsibility	  to	  the	  public	  in	  art’s	  socially	  formative	  function,	  but	  now	  is	  required	  to	  
mediate	  the	  needs	  of	   the	   institution	  with	  the	  needs	  of	   the	  artist	  and	  the	  audience	  
(Buden	  in	  Lind	  2012,	  23).	  In	  theory,	  by	  adopting	  an	  objective	  position	  they	  must	  cater	  
for	  all	   and	   show	  exhibitions	   that	   freely	   communicate	   ideas	  without	  discrimination.	  
However,	  today	  the	  curator	  does	  far	  more	  than	  select,	  organise,	  and	  install	  work	  in	  an	  
exhibition.	  The	  question	  for	  contemporary	  curating	  is	  what	  the	  “more”	  is.	  They	  may	  
also	  provide	  a	  particular	  conceptual	  framework	  in	  the	  title,	  manage	  other	  contributors	  
such	   as	   investors	   or	   government	   agencies,	   and	   often	   publish	   a	   critical	   essay	   in	  
accompaniment	  (Behnke	  2010,	  33).	  All	  of	  these	  external	  factors	  inevitably	  effect	  what	  
art	   is	  presented	  and	  how,	  thus	   influencing	   its	  reception	  by	  audiences	  (Staniszewski	  	  
1998,	  69).	  The	  curator’s	  influence	  can	  be	  seen	  in	  the	  final	  execution	  of	  the	  exhibition,	  
as	  they	  have	  currently	  become	  the	  one	  responsible	  for	  the	  way	  in	  which	  the	  audience	  
experiences	  all	  the	  work	  within	  it.	  
	  
Through	   research,	   selection,	   and	   exhibition	   curators	   create	   ‘frames’	   or	   ‘contexts’	  
(rather	  than	   limits)	  through	  which	  to	  view	  displayed	  work	  (Lingwood	  in	  Hiller	  et	  al.	  
2000,	  18).	  This	  could	  include,	  but	  is	  not	  limited	  to,	  the	  physical	  nature	  of	  the	  site	  	  





chosen	  for	  the	  display	  of	  art,	  how	  the	  audience	  is	  permitted	  to	  interact	  with	  the	  art,	  
and	  the	  paracuratorial	  material	   (Catalogues,	  essays,	   lectures,	  public	  programs)	  that	  
accompanies	  the	  exhibition	  itself.	  Exhibitions	  can	  be	  used	  to	  present	  information	  that	  
is	  new,	  challenges	  beliefs,	  provokes	  strong	  emotional	  responses	  from	  the	  audience,	  
and	  at	  times,	  even	  prompt	  actions	  (Tannenbaum	  1994).	  The	  curator	  may	  even	  use	  the	  
exhibition	  design	  to	  deliberately	  construct	  and	  deconstruct	  the	  expression	  of	  meaning	  
created	  by	   its	   aesthetic	  properties	  and	   the	  artist’s	   theoretic	   concerns	  within	   these	  
frames	   (Kapur	   in	  Apex	  Art	  C.P.	   	  2007,	  63).	  Art	  has	   the	  potential	   to	  generate	  a	  vast	  
range	  of	  meaning,	  rather	  than	  only	  one	  in	  particular.	  	  The	  curator’s	  role	  in	  this	  instance	  
is	   to	   push	   the	   artist,	   idea,	   and	   potentials	   for	  meaning	   in	   relation	   to	   its	   reception	  
(Lingwood	  in	  Hiller	  et	  al.	  2000,	  73).	  	  
	  
The	  mediator	   role	   can	   also	   be	   characterised	   by	   the	   development	   of	   ‘neo-­‐	   critical’	  
space	  for	  curating	  during	  the	  1960s	  where	  critique	  began	  encompassing	  the	  exhibition	  
as	  a	  whole,	  rather	  than	  exclusively	  the	  work	  it	  contained.	  In	  their	  role	  as	  mediator	  the	  
curator	  is	  an	  accomplice	  of	  the	  artist,	  and	  has	  an	  extensive	  knowledge	  of	  the	  art	  and	  
socio-­‐historical	   events	   that	   may	   have	   influenced	   the	   work	   at	   the	   time,	   and	   the	  
audience’s	  potential	  understanding	  of	  it	  now	  (Szeeman	  in	  Obrist	  2012).	  This	  holistic	  
approach	  to	  all	  the	  areas	  of	  exhibition	  design	  (artist,	  audience,	  institution),	  rather	  than	  
a	  singular	  focus	  on	  the	  artist	  or	  institution,	  enables	  the	  curator	  to	  create	  an	  engaging	  
exhibition	  that	  is	  grounded	  in	  knowledge	  of	  all	  the	  elements	  that	  come	  together	  in	  the	  
space.	  	  
	  
The	  curator’s	  role	  can	  be	  seen	  to	  have	  shifted	  from	  caretaker,	  to	  mediator	  between	  
institution,	   artist,	   and	   audience,	   to	   the	   ‘creator’	   of	   cultural	   meaning.	   In	   all	  
determinations	  before,	  the	  curator	  has	  been	  depicted	  as	  a	  mostly	  objective	  observer	  
who	  uses	  their	  unique	  cultural	  position	  and	  knowledge	  to	  purposefully	  select	  works	  
of	  art	  for	  display.	  As	  the	  pressures	  from	  the	  institution	  become	  greater	  the	  role	  of	  the	  
curator	   shifts	   to	   suit	   its	   position	  within	   the	   institution,	   or	   it	   evolves	   outside	   of	   it.	  
Regardless,	  from	  the	  1940s,	  curators,	  along	  with	  artists	  and	  critics,	  have	  been	  a	  large	  
part	  of	  the	  culture	  industry	  as	  producers	  of	  cultural	  experiences	  (O’Neill	  2012,	  88).	  
	  





A	  prime	  example	  of	  the	  curator	  and	  institutions	  involvement	  in	  the	  creation	  of	  cultural	  
meaning	   through	   subjectivity	   is	   the	   Exhibition	   of	   Degenerate	   Art	   (Entartete	   Kunst	  
Munich,	  1937).	  	  In	  the	  title	  of	  the	  exhibition	  art	  curator	  Adolf	  Ziegler	  was	  sending	  a	  
clear	  message	  that	  the	  650	  works,	  and	  any	  others	  like	  them,	  were	  to	  viewed	  through	  
the	  lens	  of	  inferiority,	  immorality,	  and	  contrary	  to	  immutable	  	  












Figure	  1:	  Entartete	  Kunst	  (1937)	  
Installation	  View	  





Contrary	  to	  the	  organised	  closeness	  and	  geometric	  alignment	  of	  standard	  salon	  style	  
skied	  hanging,	  Ziegler	  placed	  works	  in	  front	  and	  on	  top	  of	  one	  another,	  some	  even	  on	  
the	  floor.	  The	  haphazard	  and	  cluttered	  design	  of	  this	  exhibition	  was	  accompanied	  by	  
slanderous	  text	  that	  supported	  the	  connotations	  of	  filth	  and	  rubbish	  associated	  with	  
degeneration	  (Fig	  1).	  His	  political	  alignment	  with	  the	  Nazi	  regime	  was	  demonstrated	  
in	   the	   exhibition	   and	   was	   created	   to	   educate	   the	   public	   about	   what	   art	   was	   not	  
acceptable	  under	  Hitler’s	  regime	  (Barron	  1991,	  9).	  	  When	  the	  exhibition	  was	  exhibited	  
again	  in	  1991-­‐92	  as	  “Degenerate	  Art”:	  The	  fate	  of	  the	  Avant-­‐Garde	  in	  Nazi	  Germany	  in	  
Washington	   D.C.	   and	   Berlin	   the	   audience	   reaction	   was	   one	   of	   identification	   and	  
historical	  education	  (Doering,	  Pekarik,	  and	  Kindlon	  1997).	  Curator	  Stephanie	  Barron	  
had	  re-­‐contextualized	  the	  works	  within	  the	  exhibition	  simply	  by	  extending	  the	  title	  
and	   using	   a	   clean,	   structured	   exhibition	   design	   that	   supported	   her	   intention	   of	  
historical	  importance	  and	  cultural	  loss	  (Fig	  2).	  	  
Figure	  2:	  Degenerate	  Art:	  The	  Fate	  of	  the	  Avant-­‐Garde	  in	  Germany	  (1991)	  	  
Installation	  view	  
	  
In	  the	  1990s	  curators	  responded	  to	  the	  ‘neo-­‐critical	  space’	  for	  curatorial	  practice.	  The	  
neo-­‐critical	   space	   differs	   from	   traditional	   critique	   in	   its	   critical	   precedence	   of	   the	  
exhibition	  as	  a	  whole,	  going	  beyond	  artists	  and	  objects	  to	  include	  the	  subject	  of	  	  





curating	   and	   the	   role	   the	   curator	   played	   in	   exhibitions.	   Neo-­‐critical	   space	   was	  
established	   in	   the	   1960s	   through	   conceptual	   art	   by	   extending	   the	   parameters	   of	  
exhibition	   to	   include	   more	   discursive	   and	   conversational	   elements	   within	   the	  
exhibition	  environment	   (O'Neil,	  2007,	  14).	  Further,	   the	  nature	  of	  group	  exhibitions	  
offered	  the	  curator	  multifarious	  ways	  of	  engaging	  disparate	  interests.	  This	  suggested	  
that	   works	   of	   art	   should	   be	   considered	   as	   interrelated	   rather	   than	   autonomous	  
entities	  removed	  from	  the	  world	  in	  which	  they	  exist	  (Greenberg,	  Ferguson	  and	  Nairne	  
1996,	  2).	  The	  addition	  of	  para-­‐curatorial	  elements	  expanded	  the	  way	  in	  which	  public	  
audiences	  could	  engage	  with	  the	  exhibition,	  and	  extended	  the	  exhibition’s	  ability	  to	  
infiltrate	  everyday	  life.	  The	  curator	  is	  responsible	  to	  the	  public	  through	  the	  design	  of	  
this	   interaction	   as	   exhibitions	   of	   contemporary	   art	   establish	   and	   administer	   the	  
cultural	  meanings	  and	  understanding	  of	  art	  (Greenberg,	  Ferguson	  and	  Nairne	  1996,	  
2).	  Perhaps	  it	  is	  logical	  then	  to	  embrace	  new	  forms	  of	  design	  for	  information	  display	  
that	  lends	  itself	  to	  more	  varied	  and	  open	  interpretation,	  conducive	  to	  the	  attention	  of	  
the	  contemporary	  viewer.	  
	  
The	  curatorial	  implies	  a	  nexus	  of	  activities	  within	  the	  system	  of	  art,	  and	  thus	  mediation	  
is	  omnipresent	  (Lind	  2012,	  16).	  A	  curator	  acts	  as	  a	  translator,	  chooses	  elements,	  and	  
creates	  structures	  in	  which	  they	  are	  understood.	  Not	  only	  between	  art	  and	  audience,	  
but	  between	  cultural	  heritage	  and	  curated	  past.	  As	  Deliss	  explored	  as	  director	  of	  the	  
Weltkulturen	   Museum	   the	   exhibition	   can	   assume	   the	   concept	   of	   the	   post-­‐
ethnographic	   “laboratory”	   where	   the	   curator	   operates	   between	   pedagogy	   and	  
performativity	  (Lind	  2012,	  14).	  Like	  translators,	  the	  mediatory	  role’s	  primary	  task	  is	  to	  
bridge	  cultural	  and	  linguistic	  differences	  and	  make	  equivalences	  from	  them	  enabling	  
a	  “communicative	  exchange”	  (Buden	  in	  Lind	  2012,	  29-­‐30).	  Of	  course	  in	  this	  process	  
they	  also	  become	  a	  filter,	  and	  while	  this	  is	  intended	  to	  be	  an	  objective	  task	  in	  which	  
all	  the	  important	  things	  come	  through,	  in	  the	  curator’s	  selection	  (or	  filtration)	  their	  
discrimination	   inevitably	   results	   in	   the	   seen	   and	   the	   unseen,	   the	   valued	   and	   the	  
devalued.	  Thus	  they	  become	  the	  producers	  of	  culture	  or	  the	  arbiters	  of	  taste.	  
	   	  





Overlapping	  of	  Roles	  in	  Contemporary	  Curatorial	  Practice	  
	  
The	   role	   of	   curator	   was	   originally	   seen	   as	   supplementary	   to	   collector	   and	   artist.	  
Though	  the	  curator’s	  subjectivity	  is	  always	  somewhat	  present	  in	  an	  exhibition	  (usually	  
hidden	  or	  underplayed),	  the	  noun	  ‘curator’	  has	  only	  spawned	  the	  verb	  ‘curate’	  and	  
adjective	  ‘curatorial’	   in	  the	  last	  forty	  years	  (O’Neill	  2012,	  5).	  Congruently,	   it	   is	  fairly	  
recent	  that	  the	  research	  in	  the	  role	  of	  the	  curator	  revealed	  the	  curator’s	  influence	  on	  
the	   understanding	   and	   reception	   of	   works,	   and	   the	   subsequent	   effects	   of	   this	  
influence	  became	  a	  site	  for	  critical	  discourse	  (Ramirez	  in	  Greenberg	  et.	  al.	  1996,	  22).	  
	  
While	  the	  roles	  and	  expectations	  of	  the	  caretaker,	  mediator,	  and	  cultural	  producer	  
have	   seemed	  quite	   constricted	  over	   the	   years,	   the	   contemporary	   curator	  now	  has	  
more	  freedom	  to	  fluidly	  move	  between	  them.	  The	  marked	  difference	  in	  exhibition	  is	  
the	  emergence	  and	  embracement	  of	  an	  authorial	  curatorial	  voice	  (Buden	  in	  Lind	  2012,	  
24).	   This	   shift	   is	   indicative	   of	   the	   curator	   adopting	   a	   greater	   association	   with	   the	  
creative	   process.	   It	   has	   shifted	   from	   someone	   who	   solely	   cared	   for	   art	   works,	   to	  
someone	  who	  is	  actively	   immersed	  in	  the	  research,	  display,	  and	  making	  artists	  and	  
their	  work	  visible	   to	  audiences	  and	  collectors	   (Farquharson	  2003,	  8).	  Curators	  now	  
tend	  to	  operate	  in	  a	  much	  broader	  social	  and	  cultural	  space	  that	  aims	  to	  address	  as	  
much	  of	  the	  populace	  as	  possible,	  rather	  than	  directing	  themselves	  at	  an	  intentional	  
art	  audience.	  	  However	  the	  roles	  of	  caretaker,	  mediator,	  and	  cultural	  producer	  are	  still	  
very	  much	  embedded	  in	  the	  general	  contemporary	  conception.	  	  
	  
In	  the	  contemporary	  role	  of	  curator	  there	  is	  a	  focus	  on	  an	  engagement	  with	  broader	  
audiences	  and	  avoiding	  passive	  viewing.	  This	   is	  usually	  achieved	  through	  mediation	  
(or	  translation)	  of	  works	  for	  the	  contemporary	  audience.	  The	  most	  obvious	  example	  
of	  this	  is	  in	  the	  increasing	  commission	  and	  display	  of	  Participatory	  art.	  However,	  rather	  
than	  trying	  to	  activate	  the	  viewer	  using	  only	  interactive	  works,	  curators	  also	  employ	  
ulterior	  exhibition	  design	  and	  appropriate	  social	  forms	  in	  order	  to	  bring	  art	  	  
closer	   to	  everyday	   life,	  creating	  a	  collective	  dimension	  of	  social	  experience	   (Bishop	  
2006,	   10).	   In	   experimental	   exhibition	   design	   some	   of	   the	   codes	   of	   display	   are	  
deliberately	   circumvented	   in	   order	   to	   facilitate	   a	   more	   fluid	   experience	   that	   is	  





cohesive	  to	  the	  artist	  and	  curator’s	   intentions.	  The	  exhibition	  space	  becomes	  more	  
like	  a	  ‘laboratory’	  or	  open	  stage,	  seen	  not	  so	  only	  as	  a	  communicative	  medium	  but	  a	  
site	  for	  ‘production’	  (Bourriaud	  2002,	  69).	  	  
	  
The	  exhibition	  site	  then	  forms	  a	  re-­‐contextualisation	  of	  works	  (new	  or	  pre-­‐existing),	  
creating	  temporary	  “alternative	  scenarios	  for	  critical	  reflection”	  (Loschke	  2012,	  93).	  
This	  is	  not	  to	  say	  all	  the	  authority	  is	  in	  the	  hands	  of	  the	  curator,	  but	  a	  conversation	  is	  
employed	  between	  the	  curator	  and	  the	  artist	  in	  order	  to	  best	  represent	  the	  intrinsic	  
meaning	   of	   the	   work,	   or	   to	   generate	   new	   discussions	   and	   interpretations.	   This	  
discussion	  determines	  the	  cultural	  understanding	  of	  an	  exhibition	  and	  subsequently	  
the	  works	  it	  contains.	  As	  artworks	  and	  artists	  can	  largely	  have	  their	  value	  determined	  
by	  how	  and	  where	  they	  were	  presented,	  a	  curator	  must	  continually	  go	  beyond	  the	  
boundaries	  of	  the	  known	  and	  established,	  and	  be	  open	  to	  experimental	  or	  new	  forms	  
(Tannenbaum	  1994).	  However,	  it	  is	  ethical	  that	  while	  forging	  new	  critical	  contexts	  and	  
allowing	  a	  works	  impact	  to	  grow	  beyond	  the	  artists’	  initial	  vision,	  the	  curator	  still	  be	  a	  
caretaker	  in	  the	  sense	  that	  the	  work	  in	  their	  charge	  should	  be	  their	  primary	  concern.	  
	  
Practical	  and	  Theoretical	  Models	  of	  Experimental	  Curatorial	  Modes	  	  
	  
Over	  the	  last	  fifty	  to	  sixty	  years	  artists	  and	  curators	  have	  presented	  various	  modes	  of	  
display	   and	   exhibition	   design.	   The	   manifestos	   of	   Minimalism	   and	   Conceptual	   Art	  
helped	  to	  establish	  a	  way	  of	  thinking	  about	  art	  that	  encompassed	  the	  intangible,	  and	  
thus,	  impacted	  the	  perception	  of	  exhibitions	  as	  opportunities	  for	  discursive,	  spatial,	  
and	   phenomenological	   experiences.	   Many	   of	   these	   exhibitions	   have	   encouraged	  
audiences	  to	  develop	  new	  discussions	  of	  art	  works	  and	  have	  extended	  the	  parameters	  
of	  the	  exhibition	  beyond	  the	  walls	  of	  the	  gallery	  space.	  	  
	  
Curators	  like	  Harald	  Szeeman	  and	  Lucy	  Lippard	  in	  Live	  in	  Your	  Head:	  When	  Attitudes	  
Become	  Form	  (1969)	  and	  The	  Number	  Series	  (1969-­‐74)	  respectively,	  paved	  the	  way	  
for	   the	   discursive	   curatorial	   modes	   and	   open	   exhibition	   designs	   of	   Peter	   Eely’s	  
September	  11	   (2011)	  and	  Jean-­‐Hubert	  Martin’s	  Theatre	  of	  The	  World	   (2012).	  What	  
follows	  is	  a	  discussion	  of	  their	  contribution	  to	  a	  contemporary	  definition	  of	  curatorial	  





practice.	   Using	   these	   canonical	   examples	   as	   starting	   points	   to	   form	   a	   frame	   of	  
reference	  for	  the	  methodological	  development	  and	  evolving	  approaches	  to	  exhibition	  
making,	  it	  will	  establish	  a	  context	  for	  the	  research	  project.	  
	  
Harald	  Szeeman-­‐	  Exhibition	  Maker	   	  
	  
While	  many	  artists	  have	  curated	  exhibitions,	  there	  is	  still	  contention	  associated	  with	  
curators	  openly	  demonstrating	  artistry	  and	  creativity	  in	  their	  exhibitions	  in	  fear	  that	  
they	   do	   not	   appreciate	   the	   artist’s	   integral	   role	   in	   the	   process.	  Whilst	   the	   curator	  
should	  be	  assisting	  the	  artist	  in	  realising	  their	  vision	  in	  as	  precise	  way	  as	  possible,	  the	  
readings	   that	   the	  work	   generates	   are	   contingent	   upon	   considerations	   beyond	   the	  
artists’	  (and	  curator’s)	  control	  (Lingwood	  in	  Hiller	  et	  al.	  2000,	  28).	  Szeeman	  established	  
a	  legitimacy	  to	  a	  creative	  curatorial	  role,	  and	  demonstrated	  that	  this	  lack	  of	  consensus	  
provides	  a	  fertile	  area	  of	  enquiry	  and	  experimentation	  for	  both	  curator	  and	  artists.	  
	  
According	  to	  Behnke	  (2010),	  Harald	  Szeeman’s	  exhibition	  in	  1969,	  Live	  In	  Your	  Head:	  
When	  Attitudes	  Become	  Form	  marked	  a	  change	  in	  the	  idea	  of	  the	  “curator	  as	  creator”	  
and	  was	  the	  invention	  of	  the	  invitation	  exhibition	  at	  a	  time	  where	  conceptual	  art	  was	  
coming	  in	  to	  its	  own.	  Szeeman	  combined	  Land	  Art,	  Conceptual	  Art,	  Minimalism,	  and	  
Arte	  Povera	  in	  an	  exhibition	  where	  artists	  and	  their	  work	  were	  permitted	  to	  interact	  
freely.	  The	  artists	  and	  curator	  collaboratively	  formed	  the	  show	  through	  the	  placement	  
of	  their	  newly	  created	  work	  within	  the	  exhibition.	  This	  exhibition	  design	  opened	  new	  
discourses	  between	  these	  seemingly	  divergent	  contexts.	  Within	  this	  environment	  art	  
works	  were	  to	  be	  understood	  as	  “analytic	  propositions”	  (Kosuth	  1990).	  This	  allowed	  
them	  to	  forgo	  their	  ascribed	  artistic	  significance,	  giving	  more	  focus	  to	  the	  processual	  
and	  experiential	  aspect	  of	  the	  work.	  	  
	  
The	   invitation	   of	   artists	   to	   participate	   in	   an	   exhibition	   inevitably	   reorientated	   the	  
exhibition	  from	  a	  requisition	  and	  display	  of	  works,	   to	  a	  situation	  or	  event	  that	  was	  
designed	  predicated	  on	  Szeemann’s	  intimate	  knowledge	  of	  the	  invited	  artists	  (Behnke	  
2010,	  28).	  As	  art	  was	  divorcing	  itself	  from	  the	  institution,	  so	  was	  the	  	  





curator.	   Szeemann	   established	   himself	   as	   “exhibition	   auteur”,	   and	   later,	   a	   curator	  
independent	  of	  the	  institution.	  Szeemann’s	  timing	  was	  parallel	  to	  the	  anti-­‐institutional	  
concerns	   of	   Conceptual	   art	   which	   rejected	   the	   museum	   tropes,	   destroying	   its	  
relationship	  to	  the	  idea	  of	  the	  collection	  in	  favor	  of	  celebrating	  all	  forms	  of	  art	  in	  a	  
discursive	  environment	  (Behnke	  2010,	  29).	  In	  this	  instance,	  the	  institution	  as	  the	  core	  
of	  the	  industry	  fades	  into	  the	  background,	  and	  the	  curator	  becomes	  an	  author	  in	  the	  
sense	  of	  unique	  exhibition	  creator,	  bringing	  together	  works	  and	  artists	  to	  create	  new	  
discussions.	  	  	  
	  
Live	  in	  your	  head:	  when	  attitudes	  become	  form	  was	  and	  still	  is	  a	  prime	  example	  of	  a	  
curator	   responding	   to	   the	   work	   of	   artists,	   letting	   the	   artists	   provide	   the	   initiative	  
rather	  than	  the	  curator	  imposing	  their	  personal	  theories	  or	  worldview.	  The	  subtitle	  to	  
the	   exhibition,	   “Works-­‐Concepts-­‐Processes-­‐Situations-­‐Information,”	   in	   many	   ways	  
describes	  its	  contents	  and	  its	  form.	  The	  distinction	  between	  where	  one	  work	  began	  
and	  another	  ended	  within	  the	  space	  was	  blurred,	  overlapping	  both	  aesthetically	  and	  
thematically.	   The	   use	   of	   open	   exhibition	   design	   where	   the	   visual	   axes	   (lines	   of	  
visibility)	  are	  manipulated	  to	  create	  synchronic	  and	  diachronic	  relationships,	  allows	  
for	   freedom	  and	  flexibility	   in	   the	  expression	  of	   thematic	  and	  aesthetic	  connections	  
between	  work	  (Tzortzi	  2004,	  138).	  These	  works	  in	  this	  organisation	  asked	  spectators	  
to	  join	  the	  artist	  in	  stepping	  outside	  their	  comfort	  zone	  —	  to	  allow	  their	  consciousness	  
to	  be	  realigned	  with	  a	  new	  order	  of	  things.	  	  
	  
Szeemann	   felt	   that	  he	  was	  not	  able	   to	  continue	   this	   type	  of	  exhibition	  and	  display	  
within	   the	   institution	   because	   of	   their	   divergent	   priorities;	   Szeeman	   toward	  
experimentation	   and	   artistic	   development,	   the	   institution	   toward	   historical	   rigour,	  
financial	   gain,	   and	   formal	   presentation	   standards.	   However,	   he	   had	   already	  	  
established	  a	  freelance	  position	  for	  curators	  and	  a	  conceptual	  paradigm	  for	  curators	  
to	   inhabit	   inside	   exhibition	   design	   (Behnke	   2010,	   39).	   Szeeman	   calls	   himself	   an	  	  
“exhibition	  maker”	  and	  has	  often	  been	  labelled	  an	  auteur	  (O’Neill	  2012,	  5).	  However	  
the	   danger	   with	   this	   positioning	   of	   the	   curator	   is	   the	   over	   shadowing	   of	   the	  
importance	  of	  the	  artists.	  	  Rather	  than	  an	  exhibition	  being	  a	  critical	  incitement	  or	  	  





experimental	   exploration,	   it	   becomes	   an	   ‘arbitrary	   juxtaposing	   of	  works’	   (Miller	   in	  
Bronson	  et	  al.	  2004).	  
	  
Lucy	  Lippard-­‐	  Artist	  as	  Curator	  	  
Lucy	  Lippard	  contributed	  to	  the	  emergence	  of	  the	  ‘curator	  as	  creator’	  when	  she	  used	  
her	  artistic	  position	  to	  inform	  her	  curatorial	  practice.	  This	  helped	  her	  bridge	  the	  gap	  
between	  these	  two	  perspectives	  and	  roles.	  Lippard	  often	  conceptually	  tampered	  with	  
the	  site	  of	  the	  exhibition	  by	  using	  visual	  exhibition	  catalogues	  and	  physically	  extending	  
its	  locality	  beyond	  the	  institution	  and	  into	  the	  public	  sphere.	  Few	  of	  her	  shows	  had	  
didactic	   panels,	   catalogue	   essays,	   or	   were	   even	   reviewed;	   instead	   her	   exhibitions	  
acted	  as	  temporary	  provocations	  in	  institutions,	  store	  windows,	  telephone	  boxes,	  and	  
public	   bathrooms	   (Lippard	   in	   Independent	   Curators	   International	   2001,	   103).	   The	  
removal	  of	  didactic	  information	  can	  assist	  a	  free	  orientation	  of	  the	  exhibition	  space,	  
and	  changing	  locality	  invites	  the	  viewer	  to	  consider	  new	  paradigms	  for	  the	  reception	  
of	  art.	  	  
	  
The	  conceptual	  shifts	  of	  the	  1960s	  gave	  rise	  to	  the	  understanding	  of	  the	  exhibition	  
space	  as	  a	  creative	  one	  in	  which	  artists	  like	  Lucy	  Lippard	  were	  permitted	  to	  experiment	  
with	   the	   ideological	   confines	  of	   their	   role.	  While	   this	  established	  an	  acceptance	  of	  
artists	  taking	  on	  the	  function	  of	  the	  curator,	  curators	  making	  their	  decisions	  and	  their	  
display	  experimental	  in	  the	  same	  way,	  was	  still	  strongly	  resisted.	  Nonetheless,	  Lippard	  
becomes	   an	   exemplar	   for	   creative	   curatorial	   practice	   and	   exhibition	   making.	   Her	  
curatorial	   practice	   helped	   to	   bring	   transparency	   to	   the	   “machinations”	   in	   the	  
exhibition	   of	   art,	   and	   an	   understanding	   that	   the	   selective	   process	   constitutes	   a	  
creative	  gesture	  (O’Neill	  2012,	  14).	  This	  is	  not	  unlike	  the	  creative	  decisions	  that	  artists	  
employ	  when	  making.	  As	  in	  the	  case	  of	  Marcel	  Duchamp	  and	  his	  ready-­‐mades	  where	  
he	  shifted	  the	  focus	  from	  production	  to	  selection,	  the	  selection	  of	  the	  object	  was	  his	  
artistic	  gesture.	  	  
	  
A	   curator	   has	   the	   potential	   to	   enrich	   or	   diminish	   a	  work	   through	   the	   selection	   of	  
accompanying	  works	  and	  placement	  within	  the	  exhibition	  design	  (Gioni	  2011,	  18).	  At	  





its	  best,	  each	  curated	  exhibition	  is	  based	  on	  a	  number	  of	  choices	  that	  come	  together	  
to	  produce	  a	  coherent	  exhibition	  that	  is	  more	  than	  the	  sum	  of	  artists	  and	  artworks	  it	  	  
contains,	  thus	  they	  must	  make	  those	  choices	  meaningful	  (von	  Hantelmann	  2011,	  10).	  	  
The	  design	  of	  the	  exhibition	  connects	  the	  individual	  and	  immerses	  them	  together	  with	  
the	  art	  ‘object’	  into	  a	  narration	  which	  is	  constituted	  by	  curatorial	  choices,	  progress,	  
and	  development	  (von	  Hantelmann	  2011,	  7).	  	  
	  
Between	   1969	   and	   1974	   Lucy	   Lippard	   curated	   a	   series	   of	   exhibitions	   that	   became	  
known	  as	  The	  Number	  Series.	  Each	  of	  the	  exhibition	  titles	  was	  based	  on	  the	  number	  
of	  people	  in	  the	  city	  in	  which	  the	  show	  was	  displayed	  (ie.	  557,087	  in	  Seattle).	  	  
	  
By	  engaging	  a…	  population,	  I	  hoped	  to	  “democratize”	  the	  art	  on	  some	  level,	  to	  
transform	  the	  practice	  of	  artmaking	  from	  an	  “elitist”	  activity	  to	  a	  presence	  in	  
the	  daily	  lives	  of	  the	  populations	  for	  whom	  the	  shows	  were	  named	  (Lippard	  in	  
Johnson	  2012).	  	  
	  
As	  the	  numeric	  title	  presented	  no	  direct	  themes	  to	  the	  works	  within	  the	  exhibition,	  
the	  audience	  were	   left	   to	  experience	   the	  exhibition	   in	   an	  unguided	  way.	   Lippard’s	  
number	  series	  contained	  no	  didactic	  panels,	  only	  a	  series	  of	  conceptually	  orientated	  
cards	  contributed	  by	  the	  artists	  that	  stood	  as	  the	  exhibition	  catalogue.	  Peter	  Plagen	  
wrote	  of	  Lippard’s	  style	  being	  “so	  pervasive	  as	  to	  suggest	  that	  she	  is	  in	  fact	  the	  artist	  
and	  that	  her	  medium	  is	  other	  artists”	  (Lippard	  et	  al.	  2012,	  245).	  This	  open	  discursive	  
exhibition	  design	   creates	  a	  dialogue	  between	  all	   participants	  and	  using	   conceptual	  
exhibition	   collateral	   to	   engage	   audiences	   in	   dynamic	   conversational	   tangents	  
surrounding	  the	  work.	  	  
	  
	  
	   	  





Peter	  Eely-­‐	  New	  Exhibition	  New	  Context	  	  
	  
Szeeman’s	   and	   Lippard’s	   influence	   can	   be	   recognised	   in	   more	   recent	   curatorial	  
practices	  that	  generate	  extended	  possibilities	  for	   interpretation.	  Curators	  assist	  the	  
viewer	   by	   focusing	   on	   relationships	   in	   their	   selection	   and	   placement	   of	  work,	   and	  
reminding	  them	  that	  they	  constitute	  a	  part	  of	  the	  larger	  whole	  (Marincola	  2006).	  This	  
was	  made	  particularly	  visible	  in	  Peter	  Eely’s	  September	  11	  (2011)	  exhibition	  at	  	  
PS1,	   New	   York.	   Eely’s	   selection	   of	   works	   contained	   only	   one	   that	   was	   made	   in	  
response	  to	  the	  dramatic	  global	  event	  of	  the	  2001	  terrorists	  on	  September	  11.	  Yet,	  by	  
placing	  these	  works	  together	  Eely	  encouraged	  the	  audience	  to	  develop	  dialogues	  of	  
interpretation	  that	  opened	  new	  entry	  points	  to	  the	  work	  not	  necessarily	  present	  in	  
any	  other	  context.	  This	  included	  evoking	  the	  audience’s	  ability	  for	  empathy	  for	  events	  
that	   were	   not	   directly	   witnessed,	   and	   happened	   to	   people	   they	   did	   not	   know	  
(Christakis	   and	   Fowler	   2011).	   These	   relationships	   are	   understood	   and	   felt	   by	   the	  
viewer,	   and	   further,	   as	   they	   do	   not	   solely	   rely	   on	   an	   art	   discourse	   or	   historical	  
understandings	  of	  the	  individual	  piece	  it	  enables	  a	  primarily	  subjective	  engagement	  
with	  the	  exhibition	  as	  a	  whole.	  
	  
To	  exhibit	   is	  to	  bring	  together	  art	   in	  a	  shared	  space	  with	  the	  aim	  of	  demonstrating	  
primarily	  through	  experimental	  accumulation	  of	  visual	  and	  conceptual	  connections	  a	  
consensus	  that	  can	  not	  be	  demonstrated	  any	  other	  way	  (Smith	  2012,	  30).	  Eely	  used	  
the	  works	   and	   a	   discursive	   curatorial	  mode	   to	   investigate	   how	   such	   global	   events	  
could	  influence	  and	  contextualise	  works	  when	  placed	  under	  the	  new	  heading.	  This	  of	  
course	  requires	  consent	  and	  trust	  from	  the	  artist	  whose	  work	  may	  be	  presented	  in	  a	  
much	  different	  context	  to	   its	  original	  presentation.	  Peter	  Eely’s	  exhibition	  explored	  
how	   a	   curator’s	   organisation	   can	   change	   the	   work’s	   immediate	   reception	   and	  
interpretations.	  Simultaneously,	  he	  posed	  the	  notion	  that	  a	  global	  tragedy	  re-­‐frames	  
the	  way	  viewers	  see	  aspects	  of	  their	  lives;	  certain	  subjects,	  images,	  or	  works	  become	  
more	  tentative	  as	  they	  hold	  significance	  beyond	  their	  own	  historical	  context.	  	  
	  





Figure	  3:	  George	  Segal	  Woman	  on	  a	  Park	  Bench	  (1998)	  and	  Roger	  Hiorns	  Untitled	  (2008)	  
Installation	  View	  
September	  11	  (2011)	  
	  
The	   exhibition	   contained	   an	   iconic	   example	   of	   overlapping	   visual	   axiality	  with	   the	  
combination	  of	  George	  Segal	  and	  Roger	  Hiorns	  work.	  Segal’s	  pure	  white	  sculpture	  of	  
a	   young	   woman	   sits	   on	   a	   bench,	   overlooking	   Hiorns’	   atomized	   jet	   engine	   (Fig	   3).	  
Despite	  being	  made	  at	  completely	  different	  times	  about	  completely	  different	  things	  
there	   is	   a	  powerful	   relationship	  between	   the	   two	  of	   them.	  Contemporary	   curating	  
should	  follow	  the	  lead	  of	  contemporary	  art	  in	  its	  multi-­‐temporal	  ability	  to	  encompass	  
all	   forms	  of	  art,	   from	  all	  parts	  of	   time	  without	  being	  bound	  by	   it	   (Smith	  2012,	  29).	  
While	  each	  of	  the	  works	   inherently	  expressed	  their	  own	  interpretation	  of	  thematic	  
concern,	   their	   combination	   combines	   a	   gentle	   solace	   with	   the	   abrupt	   violent	  
aftermath	  of	  ash	  that	  lays	  sprawled	  across	  the	  floor.	  Baudelaire	  suggested	  in	  his	  Salon	  
of	  1846	  that	  Art	  is	  founded	  in	  mnemotechny	  or	  the	  development	  of	  cultural	  memory,	  
and	  Warburg	  extended	  this	  claiming	  that	  it	  resonated	  in	  Pathosformeln	  traditions	  of	  
the	  traumatic	  and	  tumultuous	  (Foster	  2012).	  September	  11	  reveals	  the	  way	  in	  which	  
trauma	  can	  be	  synthesized	   in	  art,	  above	  and	  beyond	   the	  artist’s	  overt	   concerns	  or	  
intentions.	   In	   this	   context,	   to	  be	   too	   restrictive	  or	   concerned	  about	  preserving	   the	  
reception	  of	   the	  artist’s	   intentions	   is	   to	   limit	   the	  affective	   range	  of	   the	  work.	   	  Eely	  
explores	  this	  idea	  of	  mnemotechny	  and	  the	  historical	  transient	  nature	  of	  art	  through	  
the	  heightened	  sense	  of	  turmoil	  in	  a	  global	  catastrophe,	  articulating	  it	  in	  a	  subtle	  and	  
sensitive	  way.	  	  
	  





Eely’s	  exhibition	  generated	  new	  insights	   into	  art	  works	  that	  are	  viewed	  in	  different	  
historical	   conditions.	   Decter	   proposes	   that	   the	   idea	   of	   the	   discursive	   museum	  
inherently	   suggests	   a	   dispersal	   of	   the	   institutional	   structure	   through	   the	   urban	  
territory,	  re-­‐territorializing	  the	  locus	  of	  the	  museum	  into	  the	  “body”	  in	  a	  framework	  
of	  discursive	  relations	  and	  providing	  a	  catalyst	  for	  reflexive	  discussion	  (The	  discursive	  
museum	   2001,	   83).	   A	   relational	   aesthetic	   between	   the	  works	   and	   the	   audience	   is	  
created	  rather	  than	  just	  the	  purely	  autonomous	  one	  from	  the	  work	  (Lingwood	  in	  Hiller	  
et	   al.	   2000,	   30).	   This	   can	   be	   done	   in	   a	   very	   deliberate	   and	   thematic	   way	   as	   in	  
September	  11	  (2011),	  or	  in	  a	  more	  subtle	  way	  within	  a	  collection	  show.	  
 
Jean-­‐Hubert	  Martin-­‐	  	  
Extension	  Beyond	  the	  Exhibition	  and	  Relationships	  Made	  in	  the	  Space	  
	  
In	   the	  Museum	   of	   Old	   and	  New	  Art’s	   exhibition	   Theatre	   of	   the	  World	   (2013),	   the	  
curator	   Jean-­‐Hubert	  Martin	   removed	   the	   traditional	   didactic	   panel	   and	   replaced	   it	  
with	  a	  GPS	  locator	  for	  every	  visitor.	  The	  locator	  provided	  each	  audience	  member	  with	  
a	  variety	  of	  information	  regarding	  the	  work	  they	  were	  standing	  nearest	  and	  an	  option	  
to	  send	  this	  information	  home	  using	  their	  e-­‐mail	  address.	  While	  it	  is	  often	  still	  a	  crutch	  
for	   the	  hesitant	   ‘incidental’i	  museumgoer,	   it	  was	  an	  open	  and	   relatable	  experience	  
that	  could	  be	  extended	  in	  to	  the	  home.	  The	  digital	  device	  had	  access	  to	  a	  variety	  of	  
information	   about	   the	   work	   and	   other	   paracuratorial	   materials,	   giving	   multiple	  
contexts	   for	   people	   to	   relate	   to.	   Historical	   and	   cultural	   artefacts	   accompany	   the	  
contemporary	  artworks	  in	  the	  exhibition.	  The	  basis	  for	  this	  type	  of	  display	  is	  not	  novel.	  
Exhibitions	  such	  as	  10,000	  Lives	  (Gioni	  2010)	  included	  objects	  as	  part	  of	  the	  exhibition	  
that	  were	  not	  strictly	  artworks.	  This	  was	  also	  preceded	  by	  Szeemann’s	  daring	  attempts	  
to	   include	  contemporary	  and	  historical	  artworks	  with	  anthropological	  artefacts	  and	  
occult	  instruments	  (G.	  Alexander	  and	  Sharp	  2009).	  The	  objects	  and	  artworks	  took	  on	  
divergent	  meanings	  together	  in	  their	  new	  context,	  offering	  multifarious	  tangents	  with	  
which	  the	  viewer	  could	  acclimate.	  
                                                   
Those	  unfamiliar	  with	  cultural	  or	  art	  discourses	  (Bennet	  1995,	  p	  163) 







When	  the	  exhibition	  is	  viewed	  as	  a	  site	  for	  provocation	  and	  production	  the	  curator	  is	  
enabled	   to	   transparently	   exercise	   creativity	   in	   their	   selection	   of	   works	   or	   artists,	  
exhibition	  and	  paracuratorial	  material	  design.	  Through	  alternative	  exhibition	  design	  a	  
curator	  can	  create	  new	  dialogues	  between	  the	  works	  in	  a	  show,	  or	  open	  up	  existing	  
ones.	  The	   invisible	   spatial	  axes	   that	  exist	   in	   the	  exhibition	  are	   the	   result	  of	   certain	  
arrangements	   of	   proximity	   between	   the	   artworks,	   and	   create	   a	   phenomenological	  
structure	  that	  the	  viewer	  orientates	  in	  an	  intuitive	  and	  bodily	  way	  when	  negotiating	  
the	  artworks	  in	  the	  space	  (Pomian	  in	  Bennett	  1995,	  35).	  Because	  an	  exhibition	  space	  
forms	  a	  context	  for	  the	  work	  it	  contains,	  even	  if	  that	  context	  is	  one	  of	  isolation	  within	  
white	   walls,	   it	   becomes	   a	   unique	   space	   for	   experimentation	   between	   these	  
phenomenological	   structures	   where	   even	   contrasting	   elements	   can	   be	   brought	  
together.	  The	  dialogical	  nature	  of	  the	  space	  makes	  the	  exhibition	  a	  productive	  site	  for	  
encounter	   where	   different	   knowledge	   and	   practices	   of	   the	   curator,	   artist,	   and	  
audience	  intersect.	  	  
	   	  





	   	   CHAPTER	  3	  Methodological	  Approach	  and	  Hybrid	  Research	  Design	  
	  
The	   curatorial	   aspects	   of	   this	   project	   encompass	   hybrid	   research	   strategies	   that	  
include	   a	   combination	   of	   scholarly	   research	   and	   writing,	   reflective	   and	   reflexive	  
practice-­‐led	  performative	  research.	   In	  1998	  Carole	  Gray	   theorised	  that	  practice-­‐led	  
approaches	   constituted	   a	   legitimate	  methodology	   of	   research	   (Gray	   1998),	   and	   in	  
2006	   Brad	  Haseman	   extended	   on	   this	   notion	  with	   his	   articulation	   of	   Performative	  
research	   (Haseman	   2006).	   Gray’s	   and	   Haseman’s	   explorations	   into	   the	   idea	   of	  
research	  are	  embedded	  in	  the	  doing	  or	  acting	  out	  of	  the	  practice	  and	  form	  the	  basis	  
of	  the	  methodological	  premise	  for	  this	  thesis	  project.	  	  
	  
The	  contextual	  review	  of	  existing	  literature,	  curatorial	  practice,	  and	  exhibition	  models,	  
informed	  the	  generation	  of	  two	  exhibitions.	  These	  two	  exhibitions	  were	  qualitatively	  
evaluated	   through	   anecdotal	   observation	   and	   reflective	   strategy.	  While	   there	  was	  
significant	  research	   into	  theories	  about	  curatorial	  practice	   in	   literature	  and	  existing	  
exemplars,	   predominately	   the	   mode	   of	   research	   was	   performative	   in	   nature.	  
Performative	  or	  practice-­‐led	  research	  in	  this	  instance	  can	  be	  explained	  in	  two	  parts.	  
First,	   it	   is	   research	   that	   is	   initiated	   in	   practice	   where	   problems,	   challenges,	   and	  
questions	  are	  identified	  as	  the	  practice	  is	  performed	  (Haseman	  2006,	  4).	  Second,	  the	  
practice	  is	  performed	  using	  strategies	  and	  languages	  that	  are,	  in	  this	  case,	  familiar	  to	  
the	  curatorial	  visual	  arts	  practitioners	  (Gray	  1998,	  3).	  The	  practical	  components	  of	  the	  
research	   were	   continually	   interwoven	   with	   the	   scholarly	   elements	   as	   the	   project	  
progressed.	  It	  became	  a	  reflexive	  exploration	  through	  this	  curator’s	  use	  of	  an	  authorial	  
voice	  in	  experimental	  exhibition	  design,	  as	  well	  as	  an	  example	  of	  how	  the	  relationship	  
between	  artist	  and	  curator	  functions	  within	  this	  paradigm.	  
	  
The	   two	   exhibitions	  were	   developed	   from	   knowledge	   gathered	   from	   the	   scholarly	  
research,	  attendance	  of	  exhibitions	  using	  alternative	  curatorial	  models	  and	  containing	  
possible	  appropriate	  artists.	  The	  first	  exhibition	  involved	  a	  projection	  of	  digital	  works	  
that	  aimed	  to	  investigate	  an	  overlapping	  and	  integrated	  spatial	  design	  and	  the	  effect	  
that	  this	  had	  on	  the	  works’	  conceptual	  resonances.	  Its	  outcomes	  provided	  beneficial	  





insights	   for	   the	   development	   of	   the	   second	   exhibition,	   which	   involved	   a	   physical	  
iteration	  of	  the	  works.	  
	  
Pre-­‐existing	  and	  Pre-­‐exhibited:	  Knowledge	  of	  Work	  and	  Practice	  	  
	  
The	   use	   of	   multiple	   research	   methods	   or	   ‘bricolage’	   as	   a	   concept	   immediately	  
resonates	   with	   creative	   approaches	   to	   understanding	   in	   which	   improvisation	   and	  
experimentation	   is	   key.	  The	  knowledge	  of	   the	  works	  and	  practices	  within	  pars	  pro	  
toto,	  while	  focussed	  on	  the	  last	  twelve	  months,	  is	  in	  many	  cases	  informed	  by	  my	  larger	  
practice	   as	   a	   curator	   outside	   of	   this	   research	   project.	   I	   employ	   Schön’s	   notions	   of	  
reflective	  practice	  whereby	  practioners	  reflect	  in	  action	  and	  on	  action	  in	  a	  recursive	  
manner	   in	  order	   to	  optimize,	   analyse,	   evaluate,	   and	  gain	   critical	   insight	   in	   to	   their	  
practice	   (1995).	   ‘Reflecting	   in	   action’	   research	   has	   been	   a	   continual	   process	  
throughout	  the	  development	  of	  the	  project.	  
	  
The	   overlapping	   of	   practice	   specific	   languages	   (ie	   academic	   writing,	   photography,	  
visual	  analysis,	  and	  physical	  experience)	  can	  lead	  to	  valuable	  nuances	  for	  exploration	  
and	  understanding	  (Denzin	  and	  Lincoln	  in	  Gray	  2006,	  5).	  As	  part	  of	  the	  practice-­‐led	  
research	   for	   this	   thesis	  project,	  potential	  exhibiting	  artists	  and	  evolving	  exhibitions	  
were	  attended	  and	  studied	  in	  the	  writing	  of	  smaller	  articles	  such	  as	  catalogue	  essays.	  
Carter	  explains	  this	  type	  of	  smaller	  parts	  of	  writing	  within	  the	  larger	  writing	  project	  as	  
a	   “double	   movement”	   in	   practice-­‐led	   research	   that	   demonstrates	   how,	   initially	  
through	  a	   form	  of	  decontextualisation	   “found	  elements	   are	   rendered	   strange,	   and	  
then,	   through	   recontextualisation,	   …new	   families	   of	   association	   and	   structures	   of	  
meaning	   are	   established”	   (2010,	   15).	   Within	   and	   between	   artists’	   practice	   the	  
experiential	   elements	   of	   research	   was	   important	   to	   the	   project	   as	   it	   enabled	   an	  
element	   of	   ‘making	   strange’	   and	   provided	   an	   objective	   viewpoint	   from	   which	   to	  
enunciate	  the	  artists’	  and	  artworks’	  relevance	  to	  the	  project.	  The	  essays	  and	  journal	  
notes	   have	   informed	   the	   research	   and	   exhibitions	   (Appendix	   2.0).	   All	   these	  
approaches	  to	  research	  are	  important	  to	  this	  project	  as	  a	  significant	  method	  of	  inquiry	  
involves	  attending,	  writing	  about,	  designing	  and	  realising	  	  exhibitions.	  
	  





Networks	  and	  contacts	  accessible	  to	  this	  curator	  generate	  a	  pool	  of	  potential	  artists	  
for	   research.	   Pirrin	   Francis’	   (Appendix	   2.2)	   and	   Jake	   Sun’s	   (Appendix	   2.1)	   work	   in	  
particular	  began	  this	  way,	  and	  were	  investigated	  with	  two	  varying	  results.	  For	  both	  
logistical	  and	  thematic	  reasons	  Francis’	  work	  was	  eliminated	  from	  the	  pool	  of	  existing	  
works.	  Francis’	  work,	  whilst	  lending	  itself	  to	  multiple	  interpretations	  and	  transcendent	  
nature,	  felt	  too	  personally	  narrative	  driven	  and	  self-­‐referential;	  therefore,	  it	  would	  not	  
lend	   itself	   to	   an	   experimental	   and	   overlapping	   organisation	  with	   other	   conceptual	  
themes	  in	  such	  close	  proximity.	  Francis’	  work	  would	  not	  have	  been	  done	  justice	  in	  this	  
space	  with	   these	  works,	   and	   other	  works	  may	   not	   have	   been	   done	   justice	   by	   the	  
presence	  of	  hers.	  Conversely,	  Sun’s	  work,	  though	  sharing	  many	  characteristics	  with	  
Francis’	  such	  as	  medium	  and	  installation	  style,	  provided	  a	  fertile	  and	  immersive	  site	  
for	  experimentation.	  Due	  mainly	  to	  its	  use	  of	  the	  abstract,	  which	  has	  the	  potential	  to	  
resonate	  with	  aspects	  of	  other	  works,	  Sun’s	  was	  included	  in	  a	  way	  that	  encompassed	  
all	  of	  them.	  
	  
Including	  only	  works	  that	  are	  pre-­‐existing	  and	  pre-­‐exhibited	  means	  that	  this	  Curator	  
is	  able	  to	  develop	  a	  relationship	  and	  understanding	  of	  the	  work	  and	  how	  it	  is	  intended	  
to	  function	  within	  an	  ascribed	  exhibition	  space.	  Discussions	  developed	  with	  the	  artists	  
as	  to	  how	  their	  work	  might	  be	  adjusted	  in	  the	  context	  of	  a	  new,	  developmental,	  and	  
evolving	  approach	  to	  a	  group	  exhibition,	  which	  were	  also	  considered	  to	  be	  a	  gesture	  
of	   respect	   on	   the	   part	   of	   the	   curator	   toward	   the	   artist’s	   authority.	   Artworks	   are	  
systematically	  associated	  with	  the	  exhibition	  in	  which	  they	  first	  appeared,	  and	  thus	  it	  
is	  where	   their	   understanding	   or	  meaning	   is	   established	   (Cherix	   in	  Obrist	   2012,	   8).	  
However,	  pars	  pro	  toto	  became	  not	  just	  a	  space	  where	  the	  curator	  is	  experimenting	  
but	  the	  artist	  as	  well,	  affording	  them	  the	  opportunity	  to	  test	  their	  works	  in	  a	  new	  space	  
or	  context	  and	  vary	  the	  iterations	  of	  their	  work.	  	  





Finding	  the	  Artists	  and	  Works	  
	  
As	  curating	   is	  aligned	  with	   the	  principles	  and	  processes	  of	   research	   itself,	   it	   is	  only	  
natural	  for	  there	  to	  be	  a	  multitude	  of	  intertwining	  research	  methods	  (Sullivan	  2005,	  
145).	  	  In	  order	  for	  a	  curator	  to	  produce	  a	  cohesive	  exhibition	  investigations	  into	  artists,	  
their	  work,	   and	   the	   intended	  audience	  must	  be	  extensive.	   The	  artists	   background,	  
what	  their	  work	  is	  grappling	  with,	  and	  the	  interest	  of	  the	  audience	  do	  not	  always	  align,	  
so	  these	  lines	  of	  inquiry	  are	  can	  seem	  quite	  disparate	  at	  times.	  In	  order	  to	  get	  a	  full	  
understanding	  of	  the	  breadth	  of	  information	  and	  interpretation	  one	  must	  approach	  it	  
from	  a	  variety	  of	  different	  angles,	  and	  thus	  a	  range	  of	  different	  methods	  need	  to	  be	  
developed.	  	  
	  
For	  pars	  pro	  toto	  the	  research	  of	  artists	  was	  done	  over	  a	  period	  of	  twelve	  months	  and	  
was	  predominantly	  observational	  and	  anecdotal,	  which	  enabled	  an	  overview	  of	  their	  
practice	  as	  a	  whole.	  Such	  a	  lengthy	  period	  of	  time	  gave	  an	  insight	  in	  to	  how	  particular	  
works	  functioned	  in	  certain	  spaces	  and	  thus	  how	  they	  might	  function	  in	  pars	  pro	  toto	  
and	   alongside	   other	   artworks.	   As	   time	   progressed	   practices	   and	  works	  were	   both	  
gathered	  and	  eliminated	  from	  a	  pool	  of	  possibilities.	  Some	  choices	  were	  based	  on	  a	  
tacit	  and	  intuitive	  response	  to	  the	  work,	  and	  others	  for	  practical	  or	  logistical	  reasons.	  
This	  was	  a	  transparent	  and	  organic	  system	  of	  informed	  choices	  that	  lead	  to	  the	  final	  
culmination	  of	  works	  (Lind	  2009).	  
	  
Approaching	  the	  Artists	  with	  Transparency	  and	  Trust	  
	  
Approaching	  of	  artists	  for	  this	  exhibition	  was	  a	  tentative	  process	  in	  which	  honesty	  and	  
openness	  was	   key.	   The	   artists	  were	  made	   fully	   aware	   of	   the	   show’s	   experimental	  
nature	  and	  design	  upon	  being	  asked	   to	  participate.	  All	  prior	   research	  of	  exhibition	  
methodology,	  design,	  aims,	  and	  plans	  were	  disclosed	  and	  negotiation	  was	  encouraged	  
throughout	   the	  duration	  of	   the	  project.	  Artists	  were	   informed	  of	   the	  experimental	  
nature	  of	  the	  exhibition.	  Also,	  the	  controversy	  surrounding	  creativity	  in	  the	  curatorial	  
process	  and	   reasons	   for	   its	  use	  was	  discussed.	  Conversation	  progressively	   involved	  
what	  their	  work	  seemed	  to	  be	  “dictating	  for	  the	  circumstance	  of	  the	  exhibition”	  (Storr	  





in	  Marincola	  2006,	  20).	  For	  example,	  Sean	  Phillip’s	  practice	  negotiates	  understandings	  
of	   the	   semiotics	   of	   language,	   so	   discussions	   involved	   plans	   to	   translate	   this	   to	   a	  
physical	   gestalt	   phenomenological	   experience	   by	   reorientating	   his	   work	   from	   the	  
accepted	  wall	  display	  to	  the	  floor,	  enhancing	  the	  viewing	  of	  his	  work	  as	  a	  visual	  and	  
sculptural	  experience	  as	  well	  as	  a	  written	  one.	  The	  entire	  process	  relied	  heavily	  on	  
demonstration	   of	   knowledge	   of	   the	   artist’s	   practice	   to	   contextualise	   its	   function	  
within	  the	  exhibition,	  and	  re-­‐affirm	  trust	  in	  the	  curator’s	  intentions.	  
	  
Experimental	  and	  Temporary	  Exhibition	  Design	  
	  
Exhibition	  design	  has	  the	  capacity	  to	  reveal	  new,	  non-­‐verbal,	  levels	  of	  meaning	  
and	  new	  energies	   for	  others’	   reception.	  And	  since	   it	   is	   temporary,	   it	   is	  as	  a	  
means	   to	   test	   the	  works’	   endurance	  and	   that	   can	  never	  do	  any	  harm,	  only	  
make	  it	  more	  eternal	  (Szeeman	  	  in	  Kuoni	  2001,	  169).	  	  
	  
The	   intervention	   in	   the	  display	  of	  works	   is	  not	  novel,	  however	  each	   iteration	   is	  an	  
experimental,	  consented	  collaboration	  of	  both	  artist	  and	  curator	  using	  the	  exhibition	  
space	   as	   a	   site	   of	   temporary	   provocation.	   The	   discussion	   surrounding	   the	   curator	  
shifts	  from	  an	  ‘expert’	  to	  ‘provocateur’,	  someone	  who	  goes	  beyond	  interpellation	  to	  
the	  intentional	  disruption	  in	  the	  ideology	  surrounding	  the	  setting	  up	  exhibitions	  and	  
modes	  of	  display	  (Martinon	  and	  Rigoff	  in	  Martinon	  2013,	  ix).	  There	  are	  many	  historical	  
examples	  of	  curators	  moving	  out	  of	  a	  typical	  ‘white	  cube’	  mode	  of	  beginning	  with	  a	  
theme	  (including	  a	  time	  period,	  movement,	  or	  artist),	  researching	  works	  that	  deal	  with	  
this	  theme,	  and	  then	  displaying	  or	  commissioning	  the	  work.	  A	  temporary	  exhibition,	  
due	  to	  its	  ephemeral	  nature,	  is	  associated	  with	  a	  greater	  freedom.	  Rather,	  the	  impetus	  
for	  the	  exhibition	  may	  originate	  in	  the	  works	  and	  practices	  themselves,	  and	  the	  focus	  
is	  put	  on	  a	  critical	  engagement	  with	  the	  exhibition	  as	  a	  whole	  work	  or	  instanceii	  (Lind	  
2009,	  103). Curating	  in	  the	  latter	  context	  can	  be	  described	  as	  the	  organic	  	  system	  of	  
linking	   variables	   and	   contexts	  within	   a	   space	   to	   create	   a	   situation	   or	   catalyst	   that	  
generates	  “twists,	  turns,	  and	  tensions”	  (Lind	  2009),	  where	  works	  of	  art	  are	  considered	  
                                                   
ii Lind’s definition also seems to articulate the Gesamtkunstwerk 





interrelated	   rather	   than	   autonomous	   entities	   (Lingwood	   in	   Hiller	   et	   al.	   2000,	   18).	  
Working	   from	  a	  position	  of	   interconnectedness,	  exhibitions	  develop	  by	  proceeding	  
with	  twists	  and	  turns,	  expanding	  possible	  readings	  of	  works.	  Group	  exhibitions	  can	  
create	  a	  powerful	  cumulative	  effect	  whereby	  one	  work	  informs	  the	  understanding	  of	  
the	  next.	  Thus	  some	  of	  the	  best	  group	  shows	  take	  on	  qualities	  of	  installation	  art;	  rather	  
than	   isolated	   contemplation	   they	   involve	   an	   “implied	   yet	   elusive	   narrative”	   that	  
develops	  when	  moving	  through	  the	  exhibition.	  (Rugoff	  in	  Marincola	  2006,	  48).	  
	  
The	   complex	   yet	   intuitive	   process	   of	   navigation	   through	   the	   ‘Gesamtkunstwerk’ iii	  
varies.	  Rather	  than	  its	  formal	  aesthetic	  aspects,	  the	  idea	  is	  to	  explore	  the	  exhibition	  
as	  a	  whole,	  including	  its	  impact	  on	  the	  works	  in	  this	  new	  context	  (Oudsten	  2011,	  xiii).	  
By	  allowing	  works	  to	  be	  confronted	  in	  a	  novel	  or	  experimental	  context	  a	  group	  show	  
can	  inspire	  unexpected	  insights	  by	  derailing	  expectations,	  assumptions,	  and	  accepted	  
ideas,	  and	  highlighting	  aspects	  of	  works	  that	  may	  otherwise	  be	  overlooked.	  (Rugoff	  in	  
Marincola	   2006,	   49).	   In	   this	  way	   a	   sort	   of	   conversational	   relationship	   is	   employed	  
between	  all	  the	  works	  rather	  than	  a	  purely	  autonomous	  one	  with	  an	  individual	  work	  
(Lingwood	   in	   Hiller	   et	   al.	   2000,	   30).	   The	   works	   were	   negotiated	   to	   facilitate	   their	  
engagement	  within	  the	  group	  exhibition	  as	  a	  whole.	  Each	  works	  specific	  intervention	  
was	  dictated	  by	  their	  thematic	  concerns,	  artist’s	  practice,	  and	  the	  exhibition	  design.	  
Further,	  as	  the	  production	  of	  the	  exhibition	  explored	  the	  artist	  curator	  relationship	  it	  
began	  to	  test	  how	  far	  this	  intervention	  could	  and	  would	  go.	  	  
	  
The	  Artist/Curator	  Relationship:	  Using	  Conversation	  as	  Method	  
	  
The	   Stein	   Salons	   of	   the	   early	   twentieth	   century	   demonstrated	   the	   desire	   and	  
importance	  of	  philosophical	  and	  intellectual	  conversation	  in	  art	  appreciation	  (Daniel	  
2009,	  123).	  While	  the	  conversations	  had	  for	  pars	  pro	  toto	  were	  far	  less	  orchestrated,	  
they	  were	  no	  less	  deliberate	  in	  their	  attempt	  to	  generate	  intellectual	  and	  philosophical	  
discussion.	   This	   platform	   generated	   and	   continued	   into	   the	   exhibition	   space	   to	  
provide	   a	   stimulus	   for	   debate.	   Hans	   Ulrich	   Obrist	   describes	   the	   method	   of	  
                                                   
iii Gesamtkunstwerk: Culmination of works viewed as a singular whole, all-embracing 
environment (Oudsten	  2011,	  xiii). 





conversation	  within	  his	  curatorial	  practice	  as	  a	  way	  to	  open	  avenues	  of	  exploration;	  
documenting	  them	  in	  order	  to	  document	  the	  history	  of	  curating	  as	  a	  profession	  as	  its	  
influence	   has	   largely	   been	   ignored	   over	   the	   years	   in	   favour	   of	   the	   artist’s	   genius	  
oeuvre	  (2014,	  56).	  	  
	  
In	  contemporary	  cultural	  practice	  curatorship	  encompasses	  cooperative	  models	  and	  
collaborative	   structures	   that	   accommodate	   the	   generative	   qualities	   typically	  
attributed	   to	   artists.	   This	   context	   for	   curating	   is	   a	   durational,	   transformative,	   and	  
transient	   one	   that	   brings	   the	   freedom	   of	   ideas	   to	   the	   forefront	   in	   an	   “emergent	  
communicative	  process”(O’Neill	  2012,	  89).	  Approaching	  the	  experimental	  exhibition	  
in	  this	  manner,	  which	  could	  be	  described	  as	  conversational,	  allowed	  for	  a	  free	  flow	  of	  
ideas	  and	  comfortable	  environment	  for	  trust	  to	  develop.	   It	   is	  a	  fertile	  and	  dynamic	  
vehicle	   that	   instigates	   a	   complex	   layering	   of	   engagement	   not	   permitted	   in	   other	  
mediums	  (Obrist	  2014,	  57).	  Through	  the	  progression	  of	  this	  conversational	  method,	  
artists	  became	  not	  only	  willing	  to	  participate,	  but	  expressed	  an	  eagerness	  to	  see	  how	  
or	   if	   their	  works’	   conceptual	   resonances	  would	  be	  altered	   in	   this	  new	  context	  and	  
what	  new	  discussions	  would	  be	  generated	  by	  their	  proximity	  with	  others’	  work.	  In	  its	  
process	   and	   physicality,	   the	   exhibition	   became	   a	   productive	   space	   to	   encounter	  















	   	   	   CHAPTER	  4	  Outcomes	  of	  the	  research	  Project	  
	  
The	  pars	   pro	   toto	   exhibitions	  were	   a	   practical	   exploration	   of	   how	   the	   relationship	  
between	  artist	  and	  curator	  function	  within	  an	  experimental	  exhibition	  paradigm	  and	  
how	   the	   resultant	   relationships	   inform	   definitions	   of	   ‘curator’.	   There	   were	   two	  
exhibitions	  as	  part	  of	  the	  research	  project,	  one	  exhibition	  that	  inhabited	  only	  a	  digital	  
space,	  and	  the	  second	  which	  was	  a	  physical	  incarnation.	  The	  foundation	  provided	  by	  
the	  investigation	  of	  overlapping	  design	  in	  the	  digital	  exhibition	  was	  	  
extended	  on	  by	  the	  addition	  of	  variables	  in	  the	  physical	  iteration.	  These	  encompassed	  
collaboration	  with	  artists	  past	  the	  point	  of	  selection,	  negotiation	  of	  viewers’	  bodily	  
interaction	   within	   the	   space,	   sound	   and	   lighting.	   Mediation	   of	   these	   additional	  
variables	   required	   the	   curator	   to	   take	   on	   a	  multidimensional	   role,	  which	   included	  
development	  of	  an	  accessible	  architecture	  for	  online	  paracuratorial	  material.	  
	  	  
The	  Digital	  Exhibition	  	  
Intuitive	  Mode	  of	  Selection:	  Using	  “Virion”	  as	  a	  Database	  within	  Screen	  as	  
Exhibition	  Space	  
	  
The	  curatorial	  rationale	  and	  intention	  of	  the	  first	  exhibition	  of	  pars	  pro	  toto	  (Appendix	  
4.3)	  was	  to	  place	  a	  focus	  on	  the	  works’	  selection	  and	  organisation	  in	  relation	  to	  each	  
other	  within	   the	  digital	   space	  of	   this	   exhibition.	   Steps	  were	   taken	   in	   the	   set	  up	   to	  
strengthen	  the	  communication	  of	  this	  intention.	  First,	  the	  works	  were	  selected	  from	  
a	  database,	  Virion,	   in	  which	   artists	   had	   already	   given	   certain	   permissions	   for	   their	  
existing	  work.	  The	  works	  came	  from	  all	  over	  the	  world,	  and	  were	  freely	  accessible	  to	  
the	  public	  and	  no	  new	  work	  was	  shown	  in	  the	  exhibition.	  The	  confines	  of	  digital	  space	  
were	   chosen	   for	   the	   first	   iteration	   as	   it	   enabled	   a	   more	   free	   orientation	   and	  
manipulation	  of	  the	  work’s	  size	  and	  placement,	  like	  collaged	  objects	  on	  a	  canvas.	  This	  
way	  the	  effect	  of	  the	  curator’s	  selection	  and	  placement	  of	  works	  on	  the	  overlapping	  
discourses	  between	  works	  within	  the	  space,	  and	  more	  generally	  the	  artist,	  audience,	  
and	  site	  could	  be	  examined.	  Further,	  the	  digital	  screen	  as	  an	  exhibition	  space	  has	  less	  
established	  codified	  rules	  and	  expectations,	  as	  it	  is	  still	  a	  new	  area	  for	  the	  display	  of	  
works.	  This	  provided	  a	  fertile	  environment	  for	  experimentation.	  





Parer	  Place	  Urban	  Screens	  is	  an	  outdoor	  projection	  exhibition	  space,	  screening	  nightly.	  
It	  is	  a	  dual	  projection	  system	  that	  overlaps	  two	  1024	  x	  768	  pixel	  screens	  to	  form	  one	  
2048	  x	  768	  projection	  space.	  It	  is	  located	  above	  the	  Parer	  Place	  Parade	  ground,	  which	  
is	  surrounded	  by	  La	  Boite	  theatre,	  The	  Block	  contemporary	  exhibition	  	  
space,	  Fashion	  and	  Film	  Studios	  of	  the	  Queensland	  University	  of	  Technology’s	  Creative	  
Industries	   Precinct.	   The	   primary	   audience	   for	   this	   space	   is	   tertiary	   students	   with	  
interest	  in	  creative	  arts.	  What	  is	  unique	  about	  this	  audience	  is	  the	  way	  in	  which	  they	  
engage	  with	  the	  screen.	  They	  are	  mostly	  incidental	  viewers	  in	  which	  there	  is	  only	  a	  
few	  moments	  in	  their	  passing	  by	  to	  grab	  their	  attention.	  This	  “dip	  in”	  or	  multitasking	  
style	   of	   viewing	   is	   typical	   of	   contemporary	   audiences	   in	   which	   attention	   span	   for	  
durational	  works	  is	  much	  shorter	  than	  an	  art	  educated,	  intentional	  audience	  (Christie	  
2012,	  184).	  Familiarity	  with	  the	  nature	  of	  a	  space	  and	  its	  audience	  assists	  the	  curator	  
in	  creating	  a	  show	  with	  visual	  and	  critical	  rigour	  that,	  even	  insular,	  is	  comprehensible.	  
	  
Having	  been	   the	   curator	   for	   this	   space	   for	   two	  years	   gave	   insight	   into	   the	   style	  of	  
programing	  that	  engages	  the	  audience.	  Over	  the	  two	  year	  experience	  there	  have	  been	  
multiple	  different	  types	  of	  shows	  (Appendix	  3.0)iv	  including	  ones	  borrowed	  from	  other	  
lendersv,	  artist,	  and	  curators,	  as	  well	  as	  fully	  developed	  curated	  in-­‐house	  exhibitions	  
and	   film	   screenings.	   Each	   exhibition	   brings	   its	   own	   methodology	   and	   perspective	  
(Tiravanija	  in	  Thea	  2010,	  86),	  and	  they	  tend	  to	  have	  their	  own	  particular	  audience	  that	  
intentionally	   come	   to	   see	   the	   show.	   However	   the	   incidental	   audience	   due	   to	   the	  
nature	   of	   the	   space	   is	   predominantly	   the	   same	   and	   their	   attention	   is	   mostly	  
maintained	  by	  shows	  that	  are	  visually	  dynamic	  and	  move	  quickly	  from	  one	  work	  or	  
idea	  to	  another.	  If	  works	  appear	  more	  static,	  such	  as	  51	  Paintingsvi	  	  by	  Shaun	  Wilson	  
(Fig	  4)	  which	  was	  a	  single	  projection	  across	  the	  two	  screens,	  the	  high	  definition	  and	  
shallow	  depth	  of	  field	  retain	  the	  viewer’s	  vision,	  however	  they	  continue	  to	  walk	  past.	  	  
                                                   
iv For full list of exhibitions this curator has produced please see 2013 and 2014 
archive at http://www.ciprecinct.qut.edu.au/parerplace/archive/ 
v Industry term referring to institution/curator/owner that authorises the borrowing of 
work for display. 
vi Ibid. 









The	  works	  for	  pars	  pro	  toto	  exhibition	  at	  Parer	  Place	  were	  chosen	  based	  on	  an	  initial	  
intuitive	  link	  between	  the	  works	  and	  a	  perceived	  idea	  of	  how	  they	  might	  work	  in	  a	  
space	  together	  be	  it	  aesthetically	  or	  conceptually.	  This	  can	  in	  some	  ways	  be	  viewed	  
as	  a	  reverse	  engineering	  of	  the	  curatorial	  process	  in	  that	  the	  selection	  was	  not	  
predicated	  on	  a	  theme,	  but	  rather	  a	  ontological	  theme	  was	  generated	  after	  their	  
selection	  and	  based	  on	  their	  collective	  thematic	  connections.	  Further,	  by	  using	  an	  
organic	  process	  of	  linking	  the	  “systems	  and	  variables”	  and	  having	  the	  stimulus	  for	  
the	  exhibition	  come	  from	  the	  works	  themselves,	  the	  focus	  is	  put	  on	  the	  exhibition	  
design	  and	  a	  critical	  engagement	  with	  the	  exhibition	  as	  a	  whole	  unique	  work	  (Lind	  
2009,	  103).	  The	  overlapping	  discourses	  created	  by	  spatial	  axis,	  proximity,	  and	  sound	  
within	  the	  confines	  of	  the	  digital	  exhibition	  space	  explored	  how	  digital	  works	  of	  art	  
‘talk’	  to	  each	  other	  when	  placed	  together	  in	  an	  exhibition,	  and	  how	  their	  
organisation	  within	  that	  space	  can	  alter	  this	  conversation.	  	  
	   	  





Overcoming	  Static	  Viewing:	  The	  Screen	  as	  Exhibition	  Space	  
	  
The	  way	  in	  which	  the	  digital	  space	  is	  seen	  is	  not	  synonymous	  with	  physical	  space.	  The	  
screen	  comes	  with	  its	  own	  limitations	  with	  particular	  regard	  to	  its	  static	  nature	  and	  
ability	   to	   engage	   viewers	   for	   a	   prolonged	   period	   of	   time.	   In	   a	   physical	   exhibition	  
people’s	  attention	  and	  body	  is	  continually	  being	  activated	  from	  all	  angles	  as	  they	  move	  
around	   the	   exhibition	   space.	   If	   used	   creatively	   Parer	   Place’s	   dual	   projection	   space	  
enables	  it	  to	  be	  used	  like	  a	  canvas	  where	  all	  the	  works	  form	  elements	  of	  one	  complete	  
work.	  Further,	  its	  somewhat	  peculiar	  aspect	  ratio	  (neither	  16:9	  or	  4:3)	  steers	  it	  away	  
from	  the	  perception	  or	  association	  with	  screen	  media	  (television	  or	  otherwise).	  	  
	  
As	  Parer	  Place	  is	  a	  digital	  environment,	  the	  space	  exists	  within	  the	  borders	  of	  the	  
screen	  itself,	  like	  walls,	  and	  the	  organisation	  referred	  to	  is	  where	  and	  when	  the	  
works	  play	  on	  the	  screen.	  Contrary	  to	  the	  dominant	  display	  of	  screen	  works	  as	  
individual	  or	  as	  part	  of	  a	  show	  reel,	  the	  aim	  of	  this	  exhibition	  was	  to	  experiment	  with	  
freely	  overlapping	  relationships	  between	  works	  using	  the	  inherent	  freedom	  of	  the	  
screen	  itself	  as	  a	  dynamic	  field	  (Fig	  5).	  The	  exhibition	  was	  designed	  as	  if	  it	  were	  
engaging	  people	  in	  the	  same	  way	  as	  a	  physical	  space	  where	  a	  viewer	  can	  meander	  
and	  view	  works	  simultaneously	  and	  hear	  the	  sound	  from	  one	  work	  acting	  as	  a	  lead	  
into	  the	  silent	  visuals	  of	  the	  next.	  The	  point	  at	  which	  one	  work	  ended	  and	  another	  
began	  was	  blurred,	  as	  they	  merged	  into	  one	  experimental	  and	  ephemeral	  work	  or	  
instance.	  
	   	  





Figure	  5:	  pars	  pro	  toto	  (2013)	  
Installation	  View	  
Tegan	  V	  Smith	  Woman:	  My	  Body	  is	  my	  Vessel	  for	  my	  Soul	  and	  Emotions,	  Pirrin	  Francis	  
Seance	  (I	  Can’t	  Stand	  it),	  Jade	  Rude	  Double	  Dutch	  0:19	  (silent)	  Canada	  
	  
	  
Within	  this	  system	  the	  size,	  placement	  and	  timing	  of	  each	  work	  can	  be	  controlled.	  	  
Their	  physical	  proximity	  in	  terms	  of	  placement,	  and	  also	  conceptually	  in	  terms	  of	  their	  
subject,	   creates	   relationships	   and	   dialogues	   between	   works	   in	   order	   to	   engage	  
viewers	  for	  a	  prolonged	  period	  of	  time.	  In	  this	  instance	  it	  is	  not	  the	  curator	  acting	  as	  
an	  author,	  but	  as	  a	  director;	  all	  the	  elements	  are	  placed	  in	  such	  a	  way	  that	  they	  impose	  
their	  own	  spectrum	  of	  interpretations	  (Gioni	  2011,	  20).	  Each	  work	  is	  like	  an	  element	  
that	   is	   manipulated	   within	   the	   canvas	   to	   deliberately	   elicit	   synchronicity	   or	  
juxtaposition.	  As	  when	  creating	  an	  artwork,	   these	   links	  are	  not	  necessarily	   seen	  or	  
planned	   out	   before	   the	   editing,	   but	   rather	   found	   and	   felt	   during	   the	   intense	   and	  
durational	   creative	   process.	  However	   it	   is	   integral	   that	   each	  work	   is	   given	   its	   own	  
space	  in	  which	  to	  exist	  in	  order	  to	  maintain	  the	  artistic	  authority	  of	  each	  work.	  In	  order	  
to	   achieve	   this	   in	   the	   Parer	   Place	   show	   each	   video	   played	   at	   least	   once	   through	  
without	  interactions	  of	  other	  works.	  	  
	   	  





The	  exhibition	  played	  as	  a	  loop	  continuously	  for	  two	  weeks.	  This	  meant	  that	  there	  was	  
no	  way	  to	  predict	  which	  works	  would	  be	  seen,	  or	  at	  what	  point	  in	  the	  loop	  would	  begin	  
the	  viewing	  experience	  when	  attending	  the	  exhibition.	  Thus,	  the	  ephemeral	  nature	  of	  
the	  exhibition	  and	  its	  rationale	  was	  replicated	   in	  the	  way	   in	  which	  the	  exhibition	   is	  
viewed.	  Further,	  the	  public	  nature	  of	  the	  screen	  facilitated	  the	  idea	  of	  the	  transient	  
experience.	   The	   screen	   both	   ubiquitously	   blended	   in	   to	   its	   surroundings,	   and	  
foregrounded	  itself	  as	  an	  object	  of	  mediation	  in	  this	  public	  space	  	  
(Krajina	  2009,	  414).	  	  
	  
	   Critique	  of	  the	  Digital	  Exhibition	  
	  
The	  digital	  exhibition	  allowed	  for	  a	  focus	  on	  the	  effect	  of	  the	  curator’s	  selection	  and	  
placement	  of	  works	  on	  the	  overlapping	  discourses	  between	  works	  within	  the	  digital	  
exhibition	  space.	  Knowledge	  of	  the	  site	  and	  use	  of	  the	  Virion	  database	  allowed	  for	  
freedom	   in	   the	   experimentation	   of	   exhibition	   design.	   Consequently	   the	  
multidimensional	  role	  of	  the	  curator,	  the	  artist,	  audience,	  and	  site	  could	  be	  examined,	  
and	  used	  as	  research	  for	  the	  methodology	  of	  the	  physical	  exhibition.	  
	   	  






Figure	  6:	  Suspension	  (2013)	  
Installation	  View	  
Into	  the	  Void	  (2009)	  Sam	  Smith	  
	  
Over	   the	   last	   two	  years	   there	  have	  been	  shows	  that	  conform	  to	   the	   typical	   screen	  
display	  and	  deliberately	  break	  away	  from	  it.	  Generally	  curated	  shows	  borrowed	  from	  
lenders	  and	  durational	  film	  screenings	  do	  not	  lend	  themselves	  to	  overly	  varied	  display	  
styles.	  Exceptions	  to	  this	  rule	  were	  Suspension	  (Curated	  by	  Erin	  Coates	  2013)	  (Fig	  6)	  
and	  Flawed	  Symmetry:	  Finding	  a	  Voice	  (Curated	  by	  Andi	  Halfpapp	  2014)	  (Fig	  7),	  which	  
permitted,	  even	  called	  for	  dynamic	  presentation.	  Suspension,	  which	  was	  a	  selection	  
of	  fairly	  long	  works,	  involved	  a	  simple	  repetition	  of	  the	  entire	  show	  across	  the	  screens;	  
one	  1024	  x	  768	  projection	  paralleled	  by	  three	  editions	  of	  the	  show	  running	  vertically	  
down	  the	  middle	  of	  the	  second	  screen.	  	  Finding	  a	  Voice	  was	  a	  series	  of	  short	  works	  
with	  similar	  aesthetic	  and	  them	  by	  the	  same	  artist.	  These	  were	  displayed	  across	  the	  
2048	  x	  768	  screens	  simultaneously,	  rotating	  through	  all	  the	  works	  on	  the	  screen	  one	  
work	   would	   play	   with	   sound	   while	   all	   others	   played	   silently.	  
OpenSource:OpenlySourced	  (Curated	  by	  Andi	  Halfpapp	  2013)(Fig	  8)	  on	  the	  other	  hand	  	  
commissioned	  works	  based	  on	  a	  theme	  with	  the	  explicit	  intention	  of	  combining	  them	  
in	  a	  unique	  and	  unified	  single	  work	  or	  expression.	  
	  










Figure	  8:	  OpenSource:	  Openly	  Sourced	  (2013)	  
Installation	  View	  





pars	  pro	  toto	  combined	  the	  methodologies	  used	  for	  each	  of	  these	  show	  for	  creation.	  
The	  works	  in	  the	  show	  were	  thematically	  and	  aesthetically	  varied,	  thus	  maintaining	  
visibility	  of	  the	  intention	  and	  autonomy	  of	  an	  artist’s	  work	  was	  crucial	  in	  the	  design	  of	  
methodology	  for	  the	  project.	  However,	  by	  approaching	  the	  artists	  with	  transparency	  
and	  trust	  in	  the	  invitation	  to	  participate	  in	  the	  exhibition	  allowed	  for	  a	  freedom	  and	  
flexibility	  in	  the	  display	  of	  their	  works.	  This	  dynamic	  display	  used	  the	  both	  screens	  as	  
a	  single	  canvas	  where	  the	  works	  faded	  into	  one	  another	  and	  activated	  the	  entirety	  of	  
the	  screen	  and	  generated	  “twists,	  turns,	  and	  tensions”	  (Lind	  2009,	  103).	  
	  
Within	  the	  exhibition	  their	  order	  and	  positioning	  gave	  the	  illusion	  that	  they	  could	  have	  
been	  one	  artwork;	  however	  there	  were	  subtle	  indications	  in	  the	  transitions	  and	  style	  
that	  these	  were	  all	  individual	  works.	  The	  first	  work	  that	  appears	  on	  the	  screen	  shows	  
a	  black	  and	  white	   female	   figure	   in	   the	  middle	  of	   the	   right	  hand	  screen.	  As	   it	  plays	  
through	  the	  second	  time	  another	  work	  begins	  to	  play	  at	  the	  top	  of	  the	  left	  screen.	  The	  
female	   figure	   in	   the	   first	   work	   looks	   up	   toward	   the	   other	   work,	   directing	   and	  
maintaining	   the	   audience’s	   attention	   as	   it	   transitions.	   This	   overlapping	   technique	  
allowed	   for	   the	   works	   inherent	   thematic	   concerns	   to	   intertwine	   and	   generate	  
overlapping	  discourses	  (Gioni	  2011,	  21).	  The	  trickling	  ultrasound	  like	  imagery	  gives	  a	  
shape	  to	  the	  fear	  and	  anxiety	  in	  the	  eyes	  of	  the	  female	  figure.	  	  
	  
The	  digital	  nature	  of	  the	  exhibition	  allowed	  for	  use	  of	  works	  from	  all	  over	  the	  globe.	  
This	   universality	   and	   global	   exchange	   provided	   a	   greater	   deviation	   in	   cultural	   and	  
thematic	   concerns	   (Wood	   2007,	   227).	   For	   most	   this	   deviation	   created	   tensions	  
between	   works	   that	   opened	   entry	   points	   to	   discourses	   by	   drawing	   attention	   to	  
potentially	  unnoticed	  elements	  that	  blended	  in	  in	  the	  formation	  of	  the	  work.	  Though,	  
for	  some	  of	  the	  works	  the	  deviations	  presented	  less	  definitive	  connections.	  In	  one	  of	  
the	  later	  works	  the	  overlap	  was	  in	  the	  sound,	  simply	  designed	  to	  highlight	  the	  hidden	  
agitated	   beat	   in	   the	   sound	   of	   the	   work	   that	   followed	   it.	   This	   provided	   important	  
insights	  for	  the	  selection	  of	  works	  for	  the	  second	  exhibition.	  It	  revealed	  that	  there	  was	  
a	  definite	  need	  to	  have	  a	  smaller	  number	  of	  works	  in	  order	  to	  focus	  the	  overlapping	  
discourses	   and	   subsequently	   strengthen	   them.	   Further,	   it	   confirmed	   that	   in	  





approaching	  the	  artists,	  being	  upfront	  and	  transparent	  was	  integral,	  and	  that	  for	  the	  
physical	  exhibition	  that	  this	  should	  expand	  as	  a	  collaborative	  methodology.	  
	  
A	  good	  group	  exhibition	  asks	  its	  audiences	  to	  make	  the	  connections	  by	  bringing	  
together	  in	  stimulating	  and	  unpredictable	  combinations	  (Rugoff	  in	  Marincola	  
2006,	  44).	  	  
	  
pars	   pro	   toto	   was	   edited,	   or	   choreographed,	   in	   order	   to	   be	   communicative	   and	  
engaging	  by	  resembling	  modes	  that	  are	  familiar	  to	  the	  audience	  (Eco	  in	  Dziekan	  2012,	  
93).	  This	  dynamism	  mimics	  contemporary	  social	  and	  viewing	  culture	  of	  the	  audience	  
(Christie	  2012,	  179).	  Based	  on	  anecdotal	  observation,	  the	  dynamic	  use	  of	  screen	  space	  
in	  pars	  pro	  toto	  assisted	  in	  maintaining	  the	  viewer’s	  attention.	  Particularly	  in	  the	  case	  
of	  the	  incidental	  viewers,	  or	  passers-­‐by,	  rather	  than	  glancing	  as	  they	  moved	  passed,	  
many	  seemed	  to	  stay	  engaged	  for	  the	  entirety	  of	  the	  show.	  
	  
The	   digital	   exhibition	   provided	   a	   stepping	   stone	   for	   the	   physical	   exhibition	   and	  
provided	   insight	   in	   to	   the	  way	   in	  which	  works	   can	   be	   curated	   in	   order	   to	   explore	  
experimental	  exhibition	  design.	  Knowledge	  of	  the	  site	  and	  use	  of	  the	  Virion	  database	  
allowed	  for	  freedom	  in	  the	  experimentation	  of	  overlapping	  discourses	   in	  exhibition	  
design	  and	  a	  focus	  on	  the	  selection	  and	  placement	  of	  works	  within	  the	  digital	  space.	  
Further,	   it	   was	   confirmed	   that	   the	   curator	   must	   inhabit	   various	   roles	   including	  
researcher	   (of	  space	  and	  audience)	  and	  choreographer	  or	  director	   in	  a	  transparent	  
way	  in	  order	  for	  artists	  to	  freely	  participate	  in	  an	  exhibition	  that	  has	  the	  potential	  to	  
alter	  the	  understanding	  of	  their	  works	  thematic	  concerns.	  	  
	   	  





The	  Physical	  Exhibition	  
	  
Figure	  9:	  pars	  pro	  toto	  (2014)	  
Installation	  View	  
	  
	   The	  Works	  in	  This	  Way	  
	  
Extending	  on	  the	  digital	  exhibition,	  the	  second	  iteration	  of	  pars	  pro	  toto	  (Fig	  9)	  was	  
designed	  to	  focus	  on	  the	  overlapping	  arrangement	  of	  works	  within	  a	  space	  to	  create	  
an	  immersive	  exhibition	  environment.	  Moving	  from	  the	  digital	  to	  the	  physical	  brought	  
with	   it	   unique	   challenges	   in	   both	   the	   negotiation	   with	   artists	   and	   the	   scale	   of	   tis	  
erection.	  	  The	  works	  were	  still	  pre-­‐existing	  and	  pre-­‐exhibited	  however	  they	  no	  longer	  
came	  with	  the	  same	  licenses	  or	  permissions	  afforded	  to	  the	  digital	  exhibition	  through	  
Virion	   (and	   Youtube).	   Further,	   the	   intervention	   in	   work’s	   display	   in	   the	   three	  
dimensional	  environment	  involved	  more	  than	  the	  alteration	  of	  size,	  placement,	  and	  
proximity.	   It	  extended	  to	   include	  manipulation	  of	  the	  spatial	  elements	  such	  as	  wall	  
and	  curtain	  erections	  for	  spatial	  orientation,	  as	  well	  as	  levels	  and	  specificity	  of	  lighting	  
and	  sound.	  
	  
The	  curatorial	  rationale	  and	  intention	  of	  the	  second	  exhibition	  of	  pars	  pro	  toto	  was	  to	  
simulate	  an	   immersive	  and	  engaging	  experience	  (Lind,	  2012,	  10),	  where	  each	  work	  
was	  in	  some	  way	  adjusted	  in	  order	  to	  be	  synchronous	  with	  the	  exhibition	  as	  a	  whole.	  
The	  aim	  was	  similar	  to	  the	  digital	  exhibition,	  which	  was	  to	  design	  the	  exhibition	  in	  such	  
a	  way	  to	  create	  “overlapping	  relationships	  between	  the	  works	   it	  contains	  of	  which	  
there	  are	  infinite	  possibilities	  for	  interpretation”	  (Storr	  in	  Marincola	  2006).	  However,	  
the	  focus	  of	  this	  exhibition	  was	  additionally	  on	  the	  procedural	  strategy	  that	  redressed	  





the	   inherent	   tension	   of	   artistic	   autonomy	   and	   curatorial	   intervention.	   The	   set-­‐up	  
employed	  aesthetics	   inherent	   in	   installation	  and	  the	  space	  was	  used	  as	  a	  relatively	  
incidental	   frame	   for	   the	   event;	   rather,	   it	   was	   felt	   that	   this	   type	   of	   synchronous	  
organisation	   establishes	   an	   immersive	   environment.	   According	   to	   Storr,	   “curators	  
assist	   the	   viewer	   by	   focusing	   these	   relationships	   and	   reminding	   the	   viewer	   they	  
constitute	  a	  part	  of	  the	  larger	  whole”	  (Storr	  in	  Marincola	  2006),	  but	  if	  the	  curatorial	  
role	   is	  not	   to	  be	   the	  preeminent	  one,	  another	  way	  of	  approaching	   the	  outcome	   is	  
required.	  
	  
The	  Multidimensional	  Curator	  
	  
All	  roles	  inhabited	  by	  the	  curator	  are	  multidimensional	  in	  nature.	  Caretaker,	  Mediator,	  
and	   Cultural	   Producer	   all	   involve	   elements	   of	   project	   management,	   research,	  
creativity,	  facilitation,	  arbitration,	  and	  collaboration.	  To	  what	  degree	  these	  elements	  
are	   enacted	   is	   predicated	   on	   articulation	   of	   the	   role.	   	   Responsibilities	   of	   the	  
multidimensional	  curator	  include	  but	  are	  not	  limited	  to	  critique,	  editing,	  education,	  
publishing;	   it	   goes	   beyond	   a	   role	   and	  becomes	   a	  methodology	   (Lind	   2012,	   12).	   By	  
conceiving	   the	   entirety	   of	   roles	   as	   multi-­‐dimensional	   and	   as	   a	   methodology	   the	  
curator	  is	  able	  to	  experiment	  in	  the	  temporary	  exhibition	  model	  as	  an	  ephemeral	  site	  
for	  provocation.	  
	  
A	   good	   group	   exhibition	   asks	   its	   audiences	   to	   make	   the	   connections	   by	   bringing	  
together	  in	  stimulating	  and	  unpredictable	  combinations.	  (Rugoff	  in	  Marincola	  2006,	  
44).	   For	   some	   artists	   unpredictable	   combinations	   put	   them	   ill	   at	   ease,	   concerned	  
about	  maintaining	  the	  authority	  over,	  and	  autonomy	  of	  the	  thematic	  concerns	  of	  their	  
work.	   To	   ensure	   the	   success	   of	   this,	   a	   collaborative	   methodology	   was	   used	   that	  
insisted	   on	   the	   equity	   in	   contribution	   from	   all	   participants	   and	   subsequent	  
recognition.	  To	  facilitate	  relationships	  between	  works	  the	  dimension	  of	  collaborator	  
was	  engaged,	  ideas	  for	  alterations	  were	  simulated	  and	  agreed	  on	  in	  conversation	  with	  
the	  artists,	  but	  were	  only	  taken	  as	  far	  as	  their	  work	  and	  the	  artist	  would	  allow.	  Each	  
work’s	   specific	   intervention	   was	   dictated	   by	   its	   thematic	   concerns,	   the	   artist’s	  
practice,	  and	  the	  exhibition	  design.	  	  If	  changes	  were	  made	  it	  was	  because	  the	  “seed	  





of	   that	   interpretation	   were	   already	   lying	   dormant	   in	   the	   work”	   (Gioni	   in	   The	  
Exhibitionist	  2011,	  18).	  Further,	  to	  reinforce	  the	  equity	  of	  participation	  of	  artists	  and	  
curator	   to	   the	   audience	   visual	   cues	  were	   used	   in	   the	   catalogue	   such	   as	   titles	   and	  
images	  were	  kept	  the	  same	  size	  and	  grouped	  together.	  
	  
While	  all	  the	  artists	  expressed	  interest	  in	  the	  idea	  of	  having	  their	  work	  placed	  in	  this	  
experimental	   context,	   the	   level	   to	   which	   they	   would	   encourage	   intervention	   was	  
different.	  While	   one	   artist	   encouraged	   intervention	   and	   suggestion	   for	   their	  work,	  
even	  in	  the	  specific	  set	  up	  and	  lighting,	  two	  other	  artists	  had	  quite	  strict	  guidelines	  for	  
the	   audio	   and	   image	   quality	   for	   the	   inclusion	   of	   their	   work	   in	   the	   space.	   At	   the	  
curatorial	  level,	  not	  all	  works	  needed	  to	  be	  altered	  much	  for	  the	  space	  or	  for	  increasing	  
the	   discourse,	   and	   thus	   there	   was	   not	   extensive	   negotiation	   in	   the	   process.	   For	  
example	  one	  artist	  was	  happy	  with	  the	  first	  suggestion	  made	  for	  the	  presentation	  of	  
work	  in	  a	  light-­‐box,	  resulting	  in	  only	  very	  small	  edits	  to	  the	  image	  before	  printing.	  
	  
The	  dimension	  of	  research	  is	  enacted	  not	  just	  for	  the	  knowledge	  of	  work	  and	  artists,	  
but	  exhibition	  and	  lighting	  design	  in	  order	  to	  guide	  spectators	  around	  the	  exhibition	  
using	   space	   and	   light	   rather	   than	   only	   signs	   and	   text	   (Appendix	   5.1).	   Using	   these	  
techniques,	  axes	  are	   created	  between	  works	   that	   instigate	   lines	  of	  enquiry	   for	   the	  
viewer.	   	   These	   invisible	   axes	   within	   an	   exhibition	   exist	   as	   a	   phenomenological	  
structure	  that	  the	  viewer	  orientates	  in	  an	  intuitive	  and	  bodily	  way	  (Pomian	  in	  Bennett	  
1995,	  35).	  The	  manipulation	  of	  this	  structure	  can	  focus	  the	  overlapping	  of	  the	  spatial	  
axes	  to	  create	  specific	  synchronic	  and	  diachronic	  relationships	  that	  allow	  for	  freedom	  
and	  flexibility	  in	  the	  expression	  of	  thematic	  and	  aesthetic	  connections	  between	  works,	  
and	  consequently	  entry	  to	  them	  (Tzortzi	  2004,	  138).	  	  
	  
The	  embodiment	  of	  curator	  as	  multidimensional	  and	  as	  methodology	  allows	  for	  
freedom	  and	  creativity	  in	  the	  design	  and	  execution	  of	  the	  temporary	  exhibition.	  	  By	  
adopting	  flexibility	  in	  the	  role	  that	  adapts	  to	  the	  artists,	  works,	  and	  space	  the	  curator	  
is	  working	  with	  they	  are	  able	  to	  create	  a	  unique	  and	  ephemeral	  experience.	  This	  
methodology	  facilitates	  an	  intellectual	  and	  sensory	  engagement	  that	  is	  both	  relevant	  
and	  necessary	  for	  contemporary	  audiences	  (Oudsten	  2011,	  xvi).	  






	   Paracuratorial	  Material	  Design	  
	  
	  
The	  experience	  of	  exhibitions	  are	  either	  constantly	  interrupted	  by	  didactic	  panels	  and	  
overly	   descriptive	   text	   ‘explaining’	   the	   work;	   immediately	   looking	   to	   other	  
explanations	  of	  their	  experience,	  or	  through	  the	  sheer	  overabundance	  of	  work	  are	  not	  
permitted	  the	  time	  and	  space	  to	  interact	  with	  them	  authentically	  first	  hand.	  Whilst	  
explanations	   and	   didactic	   panels	   can	   be	   helpful	   in	   providing	   an	   entry	   point	   to	  
understanding	   a	   work,	   they	   are	   often	   far	   too	   long,	   based	   on	   one	   person’s	  
interpretation,	   and	  do	  not	  promote	  a	  discursive	  understanding	  of	   the	  work	   as	   the	  
information	  contained	  on	  them	  is	  not	  of	  relevance	  to	  the	  viewer.	  	  
	  
Over-­‐direction	   and	   saturation	   prevents	   the	   artwork	   from	   having	   its	   full	   voice,	   as	  
people	   are	   less	   likely	   to	   give	   the	   work	   the	   time	   it	   needs.	   If	   the	   viewer	   does	   not	  
immediately	   identify	   with	   a	   work,	   rather	   than	   learning	   and	   growing	   from	   this	  
experience	   through	   time	   and	   discovery,	   they	   either	   move	   straight	   on	   or	   read	  
something	  that	  tells	  them	  exactly	  what	  ‘answer’	  they	  should	  have	  gotten.	  If	  perhaps	  
their	   initial	   ideas	   were	   not	   synonymous	  with	   the	   person	  who	  wrote	   the	   text,	   the	  
viewer	  feels	  distanced.	  If	  the	  institution’s	  aim	  is	  to	  remain	  relevant	  to	  this	  audience	  
member	  it	  is	  in	  their	  best	  interest	  to	  speak	  to	  them	  in	  a	  language	  they	  can	  understand	  
and	   in	  a	  way	  that	  promotes	  growth	  and	   learning.	  Rather	  than	  using	  this	  same	  out-­‐
dated	  model	  of	  display	  that	  incites	  simple	  recitation	  of	  information	  if	  the	  viewer	  can	  
remember	  it,	  perhaps	  it	  is	  logical	  then	  to	  embrace	  new	  forms	  of	  design	  of	  information	  
display	  that	  lends	  itself	  to	  more	  varied	  and	  open	  interpretation.	  
	  
While	  didactic	  information	  was	  not	  directly	  present	  in	  the	  immediate	  exhibition	  space,	  
it	  was	  available	  through	  multiple	  platforms	  upon	  exit;	   including	  QR	  code,	   iPad,	  and	  
postcard	  with	  web	   address	   (Appendix	   5.2).	   The	   removal	   of	   panels	   from	   the	   space	  
aimed	   to	   eliminate	   distractions	   and	   ensure	   that	   the	   primary	   engagement	   was	  
focussed	   on	   the	  work	   in	   this	   new	   space	   both	   individually	   and	   as	   a	   collective.	   The	  
exhibition	  then	  resembles	  an	  installation	  space	  in	  which	  every	  aspect	  is	  instrumental	  
in	  the	  understanding	  of	  the	  next.	  The	  information	  available	  covered	  extensive	  areas	  





of	   engagement,	   and	   was	   accessible	   beyond	   the	   exhibition.	   According	   to	   Howard	  
(2014)	   this	   form	   of	   dissemination	   and	   interaction	   provides	   for	   multiple	   points	   of	  
discussion,	  and	  a	  transparency	  in	  the	  curatorial	  and	  artistic	  process.	  	  
	  
Further,	  the	  ability	  for	  audiences	  to	  interact	  and	  extend	  their	  exhibition	  experience	  
beyond	  the	  site	  is	  enhanced.	  Whilst	  included	  on	  the	  website	  was	  contributions	  from	  
the	  curator	  and	  critic,	  the	  expected	  rationale	  and	  review,	  there	  was	  also	  a	  particular	  
focus	  on	  individual	  (sometimes	  abstract)	  contributions	  from	  the	  artists.	  Many	  of	  the	  
artists	  offered	  articles,	  videos,	  and	  additional	  work	  for	  the	  audience	  to	  gain	  context	  
and	   insight	   into	   their	   practice.	   Sean	   Phillips	   however,	   in	   the	   section	   reserved	   for	  
didactic	  information	  about	  their	  work	  and	  biography	  chose	  to	  represent	  himself	  and	  
his	  work	  with	  a	  sort	  of	  poem	  or	  piece	  of	  creative	  writing.	  For	  Phillips	  this	  liberated	  him	  
from	  the	  confines	  of	  the	  traditional	  text	  piece,	  enabling	  him	  to	  give	  something	  he	  felt	  
better	  encompassed	  his	  work.	  
	  
Critique	  of	  the	  Physical	  Exhibition	  
	  
pars	  pro	  toto	  	  coalesced	  the	  theoretical	  research	  with	  a	  physical	  demonstration	  of	  
multidimensional	  curatorship	  using	  a	  discursive	  methodology.	  The	  experimental	  
exhibition	  design	  overlapped	  thematic	  concerns	  and	  visual	  axes	  of	  artworks,	  creating	  
an	  immersive	  exhibition.	  Discussion	  of	  these	  overlapping	  concerns	  was	  facilitated	  
within	  the	  openness	  of	  the	  temporary	  exhibition	  space,	  and	  further	  extended	  by	  the	  
paracuratorial	  material.	  
	  
Conceiving	  the	  role	  of	  curator	  as	  multidimensional	  and	  fluid	  supported	   inclusion	  of	  
organic	   processes	   of	   conversation	   and	   collaboration	   with	   artists	   as	   part	   of	   the	  
methodology,	  enriching	  the	  final	  exhibition.	  The	  multidimensional	  curator	  hybridises	  
the	   role	   of	   caretaker,	   mediator	   and	   cultural	   producer.	   The	   discursive	   curatorial	  
methodology	  used	  to	  create	  pars	  pro	  toto	  (2014)	  facilitated	  the	  exhibition	  of	  art,	  as	  
much	  as	  possible	  on	  the	  artists’	  own	  terms,	  feel	  through	  historical	  and	  contemporary	  
culture,	   discern	   patterns,	   and	   pose	   questions	   that	   create	   a	   cultural	   conversation	  
between	  the	  curator	  and	  artist	  that	  is	  joined	  by	  the	  audience	  (Lind	  1998,	  239).	  Further,	  





the	  conversations	  with	  artists	  were	  extended	  past	  the	  exhibition	  itself,	  and	  most	  were	  
interested	   in	   having	   a	   curator-­‐hosted	   forum.	   Anecdotally,	   this	   request	   came	  
predominantly	  from	  their	  interaction	  with	  the	  other	  works	  in	  this	  space	  and	  a	  desire	  
to	  have	  supplementary	  critical	  interaction	  with	  the	  other	  artists	  whom	  they	  also	  felt	  a	  
connection	  with.	  	  
	  
The	   exhibition	   design	   of	   pars	   pro	   toto	   was	   immersive	   and	   encompassing.	   Using	  
predominantly	   space	   and	   lighting,	   audiences	   navigated	   through	   the	   space	   as	  
intended.	  The	  exhibition	  environment	  offered	  a	  temporary	  site	  for	  discussion,	  a	  series	  
of	  discursive	  events	  or	  propositions	  that	  conjure	  a	  processual	  site	  intended	  to	  incite	  
discussion	   (Greenberg	   in	   Basualdo	   2010,	   361	   -­‐	   375).	   On	   the	   surface,	   outside	   this	  
environment,	   the	   chosen	   works	   appear	   divergent,	   however,	   in	   this	   experimental	  
environment	  their	  affinity	  for	  the	  ontological	  is	  strengthened.	  The	  placement	  of	  the	  
artworks	  and	  sound	  reverberating	  throughout	  the	  space	  caused	  the	  works	  to	  overlap,	  
creating	   an	   organic	   interconnectedness,	   “as	   though	   the	   gallery	   space	   itself	   had	  
become	  a	  sentient,	  breathing	  thing”	  (Winzar	  2014)	  (Appendix	  5.3)vii.	  	  
	  
Eric	  Troncy	  explains	  this	  type	  of	  dialogical	  exhibition	  in	  which	  the	  curator	  and	  artist	  
operate	  on	  equal	  creative	  terms	  with	  each	  other	  as	  having	  “unexpected	  ideas”	  and	  
“proposing	   a	   temporary	   experience	   of	   art”	   that	   has	   the	   sense	   of	   a	   single	   form	  
constituting	  fragments	  that	  are	  brought	  together	  through	  negotiation	  between	  artist	  
and	  curator	  (O’Neill	  2012,	  128).	  As	  the	  exhibition	  comes	  together	  and	  the	  curator	  is	  
permitted	  a	  more	  authorial	  voice	  an	  aesthetic	  is	  evident.	  However,	  it	  differs	  from	  the	  	  
otion	  of	  the	  ‘auteur’	  as	  it	  does	  not	  claim	  a	  complete	  control	  over	  the	  final	  reception,	  
but	  rather	  embraces	  the	  open-­‐ended	  nature	  of	  exhibition’s	  collaborative	  form.	  
	  
Incidental	   audiences	  made	   comment	   that	   they	   felt	   free	   to	   voice	   their	   experience.	  
These	  comments	  offered	  different,	  yet	  not	  removed,	  understandings	  of	  the	  works	  and	  
the	  experience	  as	  a	  whole.	  When	  conversing	  after	  the	  show,	  one	  audience	  member	  
                                                   
vii  Full review can also be found on the website 
http://andihalfpapp.tumblr.com/post/93148565555/responding-to-pars-pro-toto 





remarked	  to	  the	  curator	  that	  they	  felt	  as	  if	  they	  were	  in	  a	  hive;	  that	  the	  droning	  sound	  
of	  Sun’s	  work	  coalesced	  with	  the	  viscerality	  of	  Larin’s	  honeycomb	  like	  forms	  (Fig	  11).	  
Further,	  upon	  discussing	  this	  information	  with	  Larin,	  she	  was	  intrigued	  by	  the	  reading	  
of	  her	  work	   in	  this	  new	  context,	  elaborating	  on	  the	  way	  she	  often	  uses	  castings	  of	  




Figure	  10:	  pars	  pro	  toto	  (2014)	  
Installation	  View	  
	   	  





The	  ability	  to	  publicly	  explore	  new	  theories,	  archive	  research,	  and	  participate	  
in	  creative	  communities,	  has	  signalled	  a	  new	  era	  of	  openness	  and	  transparency	  
in	  curatorial	  practice	  (Howard	  2014).	  	  
	  
The	  pars	  pro	  toto	  online	  catalogue	  itself	  was	  the	  only	  form	  of	  didactic	  material	  and	  
will	  served	  as	  a	  lens	  through	  which	  to	  the	  view	  the	  works,	  and	  provide	  a	  transparency	  
in	  the	  curators	  selection	  and	  purposeful	  placement	  of	  the	  works	  within	  the	  space.	  As	  
Robert	  Storr	  articulates,	  this	  is	  not	  populist	  pandering	  but	  democratic	  respect	  as	  while	  
didactic	  panels	  and	  audio	  guides	  are	  in	  place	  to	  help	  members	  of	  the	  public	  to	  enter	  
in	  the	  artist	  world,	  they	  often	  contribute	  to	  keeping	  them	  out;	  the	  primary	  means	  of	  
“explaining”	  a	  work	  should	  be	  to	  let	  it	  reveal	  itself	  (Marincola	  2006).	  As	  the	  exhibition	  
itself	   is	   an	   expression	   of	   presentation	   and	   commentary,	   documentation	   and	  
interpretation	   there	   is	   no	   need	   for	   extensive	   specialist	   text.	   The	   included	  
paracuratorial	  material	  was	  extensive	  and	  broad,	   including	   images,	  poetry,	  articles,	  
websites,	   and	   videos	   all	   selected	   by	   artists	   and	   curator	  with	   the	   aim	   of	   providing	  
insight	   to	   process	   conceptual	   development	   .	   Similarly	   to	   the	   accompanying	   online	  
material	  for	  Paola	  Antonelli’s	  Talk	  to	  Me	  exhibition	  in	  2011	  at	  the	  Museum	  of	  Modern	  
Art	   it	   revealed	   readings,	   inspirational	   ideas	   for	  exhibition	  design,	   and	   the	   research	  
process	  that	  lead	  to	  the	  exhibition	  (Howard	  2014).	  Increasing	  the	  breadth	  of	  style	  and	  
content	  in	  the	  paracuratorial	  material	  enabled	  wider	  possibilities	  for	  connecting	  with	  
a	  demographic,	  and	  incidental	  audiences.	  	  
	  
Assuming	   the	   preposition	   of	   provocation	   and	   experimentation,	   pars	   pro	   toto	  
“activated	  discursive	  processes	  that	  enabled	  dialogical	  spaces	  of	  negotiation	  between	  
curator,	  artist,	  and	  their	  publics”	  (O’Neill	  2012,	  128).	  The	  curator	  was	  able	  to	  exert	  a	  
more	  authorial	  or	  creative	  voice	  in	  an	  overlapping	  and	  experimental	  exhibition	  design,	  
which	  was	  further	  elaborated	  by	  the	  paracuratorial	  material.	  The	  use	  of	  a	  discursive	  
curatorial	   methodology	   facilitated	   this	   temporary	   provocation,	   which	   yielded	  
successful	  research	  outcomes,	  and	  as	  an	  exhibition,	  received	  positive	  feedback	  from	  
audiences,	  artists,	  and	  industry	  professionals.	  







pars	  pro	  toto	  situated	  itself	  in-­‐between	  the	  overlap	  of	  two	  arguments.	  The	  exploration	  
investigates	  the	  positioning	  of	  the	  Curator	  as	  an	  objective	  caretaker	  with	  significant	  
interest	  in	  the	  work,	  whilst	  also	  engaging	  in	  a	  much	  more	  hands	  on	  role	  where	  the	  
inherently	  subjective	  nature	  of	  selection	  plays	  a	  key	  role	  in	  the	  development	  of	  the	  
exhibition	  as	  a	  whole.	  Fundamentally	  pars	  pro	  toto	  demonstrated	  that	  knowledge	  of	  
practice,	   transparency,	   and	   trust	   between	   the	  multidimensional	   curator	   and	   artist	  
(even	  audience)	  is	  critical	  in	  a	  discursive	  curatorial	  methodology.	  
	  
The	  pars	  pro	  toto	  exhibitions	  explored	  the	  use	  of	  a	  discursive	  curatorial	  mode	  within	  
the	  group	  exhibition	  that	  facilitated	  a	  phenomenological	  experience	  by	  fostering	  the	  
non-­‐linear	  interactions	  of	  the	  viewer	  within	  the	  space.	  Within	  this	  temporary	  space	  
the	  viewer	  was	  no	  longer	  obliged	  to	  follow	  a	  closed	  path	  to	  interpretation	  but	  were	  
guided	   by	   their	   own	   subjective	   understanding	   (Behnke	   2010,	   39).	   The	   exhibition	  
became	  a	  provocation	  for	  an	  open	  dialogue	  between	  all	  participants	  in	  which	  there	  is	  
room	   for	   ambiguity	   and	   slippages	   between	   interpretations.	   This	   dialogue	   was	  
extended	  through	  the	  online	  catalogue,	  which	  further	  engaged	  audiences	  in	  dynamic	  
conversational	  tangents	  surrounding	  the	  work	  that	  transcended	  the	  exhibition	  itself.	  	  
	  
Exertion	   of	   creativity	   from	   the	   curator	   is	   often	  met	  with	   contention	   in	   fear	   it	  will	  
somehow	  remove	  the	  autonomy	  of	  a	  work	  or	  take	  the	  authority	  over	  the	  work	  from	  
the	  artist	  in	  favour	  of	  the	  curator.	  When	  the	  circumstances	  of	  exhibition	  are	  examined	  
it	   is	   found	   that	   in	   any	   role	   the	   curator	   takes	   there	   are	   elements	   of	   creativity	   that	  
follow.	  Rather	  than	  trying	  to	  supress	  the	  inherent	  subjectivity	  in	  the	  act	  of	  choosing,	  
pars	  pro	  toto	  makes	  that	  subjectivity	  transparent,	  and	  asks	  audience	  to	  follow	  their	  
own.	  Being	  encouraged	  to	  let	  their	  subjectivity	  guide	  them	  gives	  audiences	  permission	  
to	  explore	  and	  make	   their	  own	  way	   through	  the	  exhibition,	  and	  ask	  questions	  and	  
follow	  the	  connections	  that	  they	  find	  most	  intriguing	  (Rugoff	  in	  Marincola	  2006,	  47)	  .	  
	  
Bismark	   explains	   that	   the	   curatorial	   is	   the	   creation	   of	   “constellations”;	   all	   the	  
participants	   in	   the	   curatorial	   (including	   artists)	   situates	   themselves	   in	   different	  





positions	   in	  within	  different	   interests.	  This	   space	  allows	   for	   friction	  and	  a	  constant	  
coming	   into	   being	   of	   discussions	   within	   the	   cultural	   field	   (Lind	   2012,	   19).	   The	  
exhibition	  becomes	  a	  narrative	  (linear	  or	  non-­‐linear)	  written	  by	  curatorial	  choices	  (von	  
Hantelmann	  2011,	  8).	  Inherent	  in	  these	  choices	  is	  the	  curator’s	  subjective	  influence,	  
it	   is	  by	  being	  honest	  and	  transparent	   in	  dealings	  with	  artists	  and	  audience	  when	   it	  
comes	  to	  these	  choices	  that	  an	  entire	  exhibition	  can	  be	  so	  cohesive	  as	  to	  resemble	  a	  
single	  work	  or	  instance.	  pars	  pro	  toto	  was	  largely	  influenced	  by	  the	  curator’s	  existing	  
knowledge	   of	   the	  works	   and	   practices	   of	   the	   chosen	   artists,	   and	   the	   pedagogy	   of	  
continuous	  research.	  This	  knowledge	  is	  greatest	  when	  the	  works	  are	  pre-­‐existing	  and	  
pre-­‐exhibited	   as	   the	   curator	   is	   able	   to	   become	   accustomed	   to	   them	   in	   a	   visceral	  
manner	  and	  hopefully	  in	  a	  variety	  of	  contexts.	  The	  “constellations”	  and	  connections	  
that	  are	  made	  from	  this	  knowledge	  are	  therefore	  stronger.	  Further,	  the	  selection	  of	  
pre-­‐exhibited	  and	  pre-­‐existing	  works	  gave	  artist	  a	  confidence	  to	  explore	  the	  effect	  this	  
experimental	  paradigm	  had	  on	  the	  understanding	  of	  their	  works	  thematic	  concerns	  
without	  fear	  of	  losing	  authority	  or	  autonomy.	  
	  
	  The	  multidimensionality	  of	  the	  curatorial	  is	  inherently	  performative	  and	  self-­‐reflexive	  
(Lawler	  in	  Lind	  2012,	  19).	  It	  involves	  a	  hybrid	  strategy	  of	  research	  development	  from	  
the	  selection	  of	  artists	  to	  the	  organisation	  and	  implementation	  of	  the	  exhibition	  itself.	  
The	  pars	  pro	  toto	  exhibitions	  are	  demonstrations	  of	  tacit	  knowledge,	  which	  cannot	  
readily	   be	   articulated	   in	   more	   analytical	   approaches.	   The	   enactment	   of	   the	   first	  
iteration	  provided	   knowledge	   instrumental	   in	   the	  development	  of	   the	   second	   that	  
could	  not	  have	  been	  discovered	  or	  learnt	  through	  pure	  theoretical	  research.	  	  Polanyi	  
explains	  tacit	  knowledge	  as	  “that	  which	  we	  know	  more	  of	  than	  we	  can	  tell”,	  or	  pre-­‐
concrete	   form	   of	   knowing	   that	   a	   can	   not	   always	   be	   demonstrated	   in	   worded	  
communication,	  but	  may	  in	  fact	  be	  better	  understood	  visually	  and	  in	  the	  seeing	  and	  
doing	  of	  things	  (Polanyi	  1997,	  136).	  
	  
A	  curator’s	   relationship	  with	  an	  artist	   is	  based	  on	  curiosity,	  engagement,	  and	   trust	  
(Gioni	  2011,	  20).	  By	  exploring	  this	  relationship	  as	  part	  of	  the	  primary	  methodology	  
pars	   pro	   toto	  was	   able	   to	   bring	   together	   seemingly	   disparate	  works	   and	   artists	   to	  
create	  a	  unique,	  ephemeral	  and	  immersive	  experience.	  Immersing	  the	  viewer	  in	  such	  





a	  way	  places	  viewers	  in	  a	  sensory	  audio-­‐visual	  environment	  that	  draws	  their	  attention,	  
not	   dissimilar	   in	   its	   construction	   to	   installation	   art	   (Wood	  2007,	   133).	   This	   type	  of	  
construction	  creates	  a	  situation	  in	  which	  “the	  viewer	  physically	  enters,	  and	  insists	  they	  
regard	   it	   as	   a	   singular	   entity”	   (Bishop	   2006,	   5).	   The	   curatorial	   template	   for	   the	  
Gesamtkunstwerk	   	   pioneered	   by	   Harald	   Szeeman	   provided	   platform	   for	   “a	   spatio-­‐
temporal	  experience”	  within	  the	  exhibition	  space	  only	  made	  possible	  with	  the	  support	  
and	  collaboration	  of	  the	  artists	  (Oudsten	  2011,	  xiii).	  	  
	  
Throughout	  the	  development	  of	  the	  practice-­‐based	  research	  component	  co-­‐operation	  
and	  collaboration	  was	  instrumental.	  Beginning	  with	  a	  knowledge	  of	  the	  artist’s	  works	  
and	  practice	  pars	  pro	  toto	  brought	  together	  a	  diverse	  range	  of	  thematic	  elements	  in	  
to	  a	  singular	  instance.	  Through	  conversation	  and	  transparency,	  trust	  was	  developed	  
which	   enabled	   a	   smooth	   (as	   far	   as	   exhibitions	   go)	   transition	   from	   generation	   to	  
actualisation	  of	  the	  exhibitions,	  particularly	  in	  the	  case	  of	  the	  physical	  exhibition.	  This	  
solid	  foundation	  allowed	  for	  a	  freedom	  and	  creativity	  to	  be	  expressed	  by	  the	  curator,	  
exploiting	  the	  notion	  of	  the	  temporary	  and	  ephemeral	  exhibition	  space	  as	  a	  site	  for	  
provocation	   and	   experimentation.	   Consequently,	   it	   also	   gave	   rise	   to	   the	   notion	   of	  
increased	  variety	  in	  iteration	  of	  artists’	  individual	  works;	  in	  a	  new	  context	  of	  time	  or	  
space,	  a	  work	  can	  generate	  new	  understandings.	  
	  
Through	  the	  practice-­‐led	  investigation	  of	  the	  temporary	  exhibition	  space	  as	  a	  site	  for	  
experimentation	   and	   provocation	   this	   research	   demonstrates	   that	   a	   discursive	  
curatorial	  methodology	  allows	  for	  increased	  curatorial	  creativity	  whilst	  also	  allowing	  
for	  artists	  to	  participate	  collaboratively	  and	  their	  work	  to	  remain	  autonomous.	  The	  
use	   of	   open	   and	   collaborative	   approach	   to	   exhibition	   making	   contributes	   to	   an	  
expanded	  understanding	  of	  curatorial	  practice,	  while	  the	  recognition	  of	  the	  potential	  
to	   modify	   conventional	   exhibition	   practices	   allows	   for	   the	   complex	   interactions	  
between	  curators,	  artists,	  and	  audiences	  to	  emerge.	  Further,	  transparency	  and	  trust	  
in	   the	   conversational	   relationship	   with	   artist	   and	   audience	   facilitated	   the	  
multidimensional	  roles	  of	  the	  curator	  taken	  within	  this	  paradigm.	  	   	  






1.0	  Website	  and	  Digital	  Publication	  
	   1.1	  Website	  
*All	  Essays	  and	  links	  to	  exhibitions	  are	  published	  here	  
http://www.andihalfpapp.com/	  
	  





1.2	  Tumblr	  (written	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http://andihalfpapp.tumblr.com/	  
	  





2.0	  Artists	  Research	  and	  Essays	  
	   	   2.1	  Jake	  Sun’s	  One	  &	  Other	  




One	  &	  Other:	  Inhouse	  with	  Jake	  Sun	  
by	  Andi	  Halfpapp	  
	  
You	  walk	  in	  through	  the	  front	  door	  and	  are	  confronted	  with	  the	  back	  of	  a	  man	  who	  is	  playing	  piano,	  to	  his	  left,	  a	  white	  
platform	  with	  rhythmic	  light	  movement;	  you	  assume	  covering	  stairs.	  The	  piano	  is	  not	  always	  the	  same.	  It	  feels	  as	  if	  it	  
reacts	  to	  mood	  or	  movement	  in	  the	  space,	  the	  same	  way	  the	  images	  around	  the	  space	  move	  with	  deeper	  notes	  of	  
ambient	  sound.	  You	  turn	  to	  your	  left	  to	  follow	  the	  next	  stream	  of	  light.	  On	  the	  wall	  is	  a	  large	  projection,	  pulsating	  and	  
reflective	  of	  flesh.	  Across	  from	  you,	  a	  couple	  of	  meters	  apart	  are	  two	  doorways	  blocked	  with	  black	  fabric,	  obscured	  light	  
trying	  to	  escape	  through	  the	  fold.	  You	  then	  have	  no	  choice	  but	  to	  turn	  to	  your	  right,	  where	  a	  softer	  mirrored	  image	  of	  
the	  first	  wall	  projection	  floats	  on	  white	  fabric,	  blocking	  another	  point	  of	  entry.	  In	  front	  of	  you	  now	  though,	  two	  blue	  
abstract	  projections.	  While	  distant,	  they	  make	  you	  hesitant	  to	  move	  forward	  and	  around	  them,	  in	  trepidation	  of	  the	  exit.	  
	  
If	  one	  were	  to	  contextualise	  Jake	  Sun’s	  One	  &	  Other	  it	  would	  be	  somewhere	  in	  Luigi	  Russolo’s	  Manifesto	  L’arte	  dei	  
rumori	  (The	  Art	  of	  Noises),	  his	  futurist	  paintings	  of	  saturated	  colour,	  and	  contemporary	  video-­‐art’s	  phenomenological	  
explorations	  of	  installation.	  Video-­‐installation	  is	  unique	  in	  the	  way	  it	  is	  informed	  retrospectively	  by	  precepts	  of	  the	  past,	  
yet	  it	  does	  not	  let	  its	  meaning	  be	  constructed	  by	  them.[1]	  For	  Sun,	  these	  retrospective	  influences	  can	  be	  seen	  in	  his	  use	  
of	  a	  house	  as	  a	  found	  object	  in	  which	  to	  respond	  with	  an	  installation	  of	  abstractly	  foreign,	  yet	  familiar,	  combination	  of	  
sound	  and	  vision.	  The	  medium	  then	  becomes	  simultaneously	  complicit	  with,	  and	  autonomous	  from	  consumerist	  and	  
artistic	  discourse.	  Thus,	  Sun	  allows	  for	  a	  truly	  democratic	  viewership	  in	  an	  immersive	  environment	  that	  is	  capable	  of	  
transcending	  both	  institutional	  and	  personal	  barriers.	  
	  
It	  is	  clear	  that	  the	  projections	  are	  more	  than	  just	  effects,	  which	  evokes	  a	  desire	  to	  uncover	  what	  they	  may	  have	  been	  
previous	  to	  their	  abstraction.	  This	  desire	  is	  further	  extended	  by	  the	  blockade	  of	  various	  entries	  and	  exits	  within	  the	  
house,	  as	  they	  conceal	  and	  direct	  the	  experience	  within	  the	  space.	  As	  sound	  in	  itself	  is	  universal	  and	  omnipresent,	  in	  
combination	  with	  such	  abstract	  visualisations	  it	  creates	  a	  textural	  physicality	  that	  embraces	  the	  viewer;	  activating	  the	  





space	  with	  a	  strange	  expansive	  consciousness.	  The	  deeper	  ambient	  notes	  seem	  to	  tap	  in	  to	  alpha-­‐	  waves,	  permeated	  
only	  by	  the	  piano’s	  presence	  allowing	  gamma-­‐waves	  to	  filter	  through	  the	  subconscious.	  	  This	  contradictory	  combination	  
of	  the	  meditative	  and	  over-­‐active	  brain	  waves	  affords	  the	  viewer	  the	  opportunity	  to	  adopt	  an	  enhanced	  
phenomenological	  consciousness	  of	  themselves	  and	  the	  space	  in	  which	  they	  are	  situated	  [2].	  
While	  most	  installations	  tend	  to	  stay	  within	  the	  conventional	  parameters	  of	  the	  institution[3];	  Sun’s	  video-­‐installations	  
create	  complex,	  layered	  scenarios	  that	  transform	  and	  dissolve	  components	  of	  physical	  space.	  The	  actuality	  of	  the	  space	  
is	  routed	  in	  the	  audience’s	  perceptual	  understanding	  of	  it	  as	  a	  ‘home’,	  giving	  a	  perceptual	  awareness	  and	  direction	  as	  to	  
what	  constitutes	  an	  entry,	  or	  exit.	  However,	  the	  realist	  and	  idealist	  expectation	  of	  a	  ‘home’	  (which	  is	  informed	  by	  pre-­‐
existing	  social,	  historical,	  scientific,	  and	  aesthetic	  conceptions[4]),	  does	  not	  match	  the	  encounter,	  creating	  a	  paradoxical	  
link	  between	  the	  objective	  known	  experience	  and	  the	  subjective	  felt	  experience.	  In	  their	  corporeal	  nature,	  the	  videos	  
and	  the	  space	  that	  contains	  them	  exploit	  the	  viewer’s	  anxieties	  of	  perception	  with	  tentativeness	  for	  entry	  and	  exit.	  The	  
screened	  doorways	  obstruct	  the	  viewer’s	  path;	  they	  are	  required	  to	  circumnavigate	  the	  space,	  feeling	  the	  way	  as	  they	  
become	  aware	  of	  their	  attempt	  to	  find	  the	  ‘correct’	  place	  from	  which	  to	  view	  the	  work.	  These	  forms	  liberate	  the	  passive	  
viewer	  from	  their	  singular-­‐axis	  gaze,	  forcing	  them	  to	  orientate	  space,	  image,	  and	  object,	  thus	  initiating	  a	  
phenomenological	  experience	  and	  awareness	  of	  themselves	  and	  the	  work.	  
	  
Whilst	  some	  of	  Sun’s	  works	  draw	  on	  the	  ever-­‐present	  anxieties	  of	  human	  existence,	  One	  &	  Other	  seems	  to	  use	  this	  
terrain	  for	  something	  more	  intimate	  and	  spiritually	  elevated.	  Sun’s	  work	  engages	  the	  viewer	  in	  a	  metaphysical	  sense,	  
affecting	  them	  on	  a	  physical	  and	  emotional	  level.	  The	  reflections	  of	  the	  installation	  bathe	  the	  viewer	  in	  light	  while	  the	  
sound	  encapsulates	  their	  mind,	  enveloping	  them	  in	  this	  physical	  and	  virtual	  space;	  allowing	  for	  a	  fictive	  discourse	  with	  
the	  work	  and	  the	  artist.The	  spatial,	  audible,	  and	  visual	  elements	  of	  Jake	  Sun’s	  work	  combine	  to	  expand	  and	  affect	  the	  
consciousness	  of	  the	  viewer	  through	  an	  alteration	  of	  their	  experiential	  ‘self’,	  changing	  them	  from	  passive	  spectators	  to	  
embodied	  perceivers	  of	  the	  one,	  and	  the	  other.	  
	  
[1]	  Scherwefel,	  Heinz.	  1997.	  Bruce	  Nauman:	  Make	  Me	  Think.	  Artcore	  Productions.	  DVD.	  
[2]	  Parry,	  Joseph	  D.	  2010,	  Art	  and	  Phenomenology,	  103.	  
[3]	  Onorato,	  Ronald.	  1997.	  Blurring	  The	  Boundaries:	  Installation	  Art	  1969-­‐1996.	  13-­‐29.	  San	  Diego:	  Museum	  of	  
Contemporary	  Art.	  
[4]	  Toadvine,	  Ted,	  “Phenomenology	  and	  ‘Hyper-­‐reflection’.”	  
	   	  





2.2	  Pirrin	  Francis’	  Nightfall	  Recollections	  




OUR	  MEMORIES	  ARE	  NOT	  OUR	  OWN	  
By	  Andi	  Halfpapp	  
“He	  liked	  the	  fragility	  of	  those	  moments	  suspended	  in	  time.	  Those	  memories	  whose	  only	  function	  had	  been	  
to	   leave	   behind	   nothing	   but	   memories.	   He	   wrote:	   I’ve	   been	   round	   the	   world	   several	   times	   and	   now	  
only	  banality	  still	  interests	  me.	  On	  this	  trip	  I’ve	  tracked	  it	  with	  the	  relentlessness	  of	  a	  bounty	  hunter.	  At	  dawn	  
we’ll	  be	  in	  Tokyo.”	  1	  
In	   Chris	  Marker’s	  Sans	   Soleil	  (2003)	   he	   recorded	  moments	   of	   ubiquity	   as	   he	   traveled	   around	   the	  world,	  
filming	   extreme	   poles	   of	   survival	   across	   three	  vastly	   different	   cultures	   during	   the	   Cold	   War:	   Japanese,	  
African,	  and	  European.	  The	  video	  imagery	  is	  overlaid	  with	  the	  voice	  of	  a	  female	  reading	  letters	  written	  to	  her	  
detailing	  his	  physical	  and	  emotional	  experiences	  of	  the	  places	  he	  found	  himself.	  Despite	  the	  absence	  of	  key	  
facts	  and	  figures	  relating	  to	  the	  positioning	  of	  these	  cultures	  at	  the	  time,	  Marker’s	  close	  up	  and	  inquisitive	  
look	  manages	   to	   transcend	   the	   need	   for	   themi.	   Through	   a	   combination	   of	   visual,	   audible	   and	   temporal	  





elements,	  Marker	  is	  able	  to	  communicate	  a	  historical	  and	  nostalgic	  depiction	  that	  subsequently	  creates	  a	  
liminal	  relationship	  between	  past,	  present,	  personal,	  and	  cultural	  historiesii.	  
Similarly	   to	   Marker,	   Pirrin	   Francis’	   exhibition	  Nightfall	   Recollections	  relies	   on	   the	   recording	   of	   disparate	  
moments	   in	   time	  and	   their	   transcendent	   temporal	  nature.	  Francis’	  work	  often	  employs	   large	   installation	  
environments.	   In	   these	   installations	   there	   are	   multitudes	   of	  merzbau	  like	   cardboard	   constructions	   that	  
resemble	  cities	  or	  castles.	  The	  viewer	  is	  compelled	  to	  kneel	  down	  to	  put	  the	  structures	  in	  to	  a	  more	  familiar	  
perspective,	  like	  she	  is	  begging	  them	  to	  act	  on	  their	  inner	  child.	  Adults	  though	  are	  tentative	  and	  remain	  in	  a	  
stubborn	   standing	   position,	   observing	   from	   atop.	   While	   most	   installations	   tend	   to	   stay	   within	   the	  
conventional	  parameters	  of	  the	  institution,	  video	  installations	  like	  Francis’	  embrace	  these	  complex,	  layered	  
scenarios	   that	   transform	   and	   dissolve	   components	   of	   physical	   spaceiii.	   For	  Nightfall	  Recollections,	   the	  
perceptual	   understanding	   of	   the	   house	   (or	   home	   in	   this	   instance)	   becomes	   a	   new	  conceptual	   frame	   for	  
Francis’	  work;	  no	  longer	  a	  cardboard	  fort	  of	  memories,	  but	  an	  all	  encompassing	  encounter	  that	  the	  viewer	  is	  
welcomed	  inside.	  
Pirrin’s	  work	  often	  uses	  found	  imagery	  and	  video;	  in	  this	  case	  it	  has	  been	  found	  in	  her	  own	  history.	  These	  
recorded	   moments	   of	   her	   and	   her	   family	   are	   abstracted	   from	   her	   timeline,	   and	   with	   no	   precise	  
contextualization	  it	  is	  not	  immediately	  apparent	  that	  you	  are	  being	  given	  this	  personal	  insight	  into	  the	  artist,	  
making	  her	  work	  deeply	  subjective,	  yet	  universal	  and	  democratic.	  The	  sound	  that	  emanates	  from	  her	  work	  
is	   like	  an	  ambient	  wilderness,	  but	  there	   is	  some	  interference	  reminiscent	  of	  on	  an	  old	  film	  projector	  that	  
makes	  the	  environment	  seem	  familiarly	  distant	  as	  they	  anticipate	  the	  appearance	  of	  corporal	  images.	  Her	  
work	  represents	  a	  unique	  view	  of	  time,	  while	  the	  digital	  age	  brings	  a	  camera	  to	  every	  warm	  body,	  most	  of	  
the	  population	  up	  until	  now	  did	  not	  have	  their	  childhood	  recorded	  so	  adamantly,	  and	  certainly	  not	  in	  the	  
hyper-­‐realistic	   definition	   that	   it	   is	   now.	   These	   faded	   images	   from	   decaying	   technologies	   have	   captured	  
something	  so	  precious:	  someone	  who	  has	  now	  grown	  in	  a	  point	  in	  their	  history,	  which	  can	  only	  be	  revisited	  
through	  these	  afterthoughts.	  While	  at	  first	  these	  audible	  and	  visual	  accounts	  of	  moments	  seem	  disjointed,	  
there	  is	  a	  phenomenological	  connection	  that	  binds	  them,	  a	  sort	  of	  tacit	  understanding	  embedded	  in	  the	  idea	  
of	  memory.	  
“So	  they	  had	  to	  come	  there,	  both	  of	  them,	  under	  the	  rain,	  to	  perform	  the	  rite	  that	  would	  repair	  the	  web	  of	  
time	  where	  it	  had	  been	  broken”.1	  
There	  is	  an	  intersection	  of	  reality	  and	  fictive	  mythology	  that	  flows	  through	  Pirrin	  Francis’	  works.	  Within	  them	  
there	  is	  a	  deliberate	  framing	  of	  the	  textural	  gestures	  of	  the	  mouth,	  hands,	  and	  eyes.	  Certain	  areas	  are	  masked	  
and	  others	  put	  in	  to	  sharp	  focus.	  The	  plinths	  in	  Nightfall	  Recollections	  stand	  holding	  these	  images	  like	  totems,	  
or	  spiritual	  iconoclasts	  of	  an	  idea,	  or	  a	  memory;	  these	  once	  simple	  family	  excerpts	  are	  raised	  to	  the	  position	  
of	  the	  ‘object’	  and	  the	  sacred.	  The	  hand	  drawn	  animations	  bring	  this	  spiritual	  connection	  to	  the	  forefront,	  as	  
the	  duplicit	  nature	  of	  history	  playfully	  undulates	  like	  that	  of	  Hayao	  Miyazaki’s	  films.	  Like	  the	  disparate	  forest	  
spirits	   in	  Princess	  Mononoke	  (1997),	   her	  work	   speaks	   of	   a	  metaphysical	   longing	   for	   a	   perceived	   unity	   of	  
existence,	  and	  offers	  the	  possibility	  of	  a	  transitory	  reconciliation.	  





“He	  wrote	  me:	  I	  will	  have	  spent	  my	  life	  trying	  to	  understand	  the	  function	  of	  remembering,	  which	  is	  not	  the	  
opposite	  of	   forgetting,	  but	   rather	   its	   lining.	  We	  do	  not	   remember,	  we	  rewrite	  memory	  much	  as	  history	   is	  
rewritten.	  How	  can	  one	  remember	  thirst?”.1	  
Francis’	  work	  usually	  focuses	  on	  found	  material,	  much	  of	  it	  with	  somewhat	  recognisable	  historical	  or	  cultural	  
content.	  In	  her	  2011	  work	  at	  The	  Block,	  Are	  They	  Biological,	  these	  images	  were	  projected	  within	  and	  out	  of	  
a	  cardboard	  city	  of	  sorts.	  These	  socio-­‐historical	  clips	  from	  the	  Lumiere	  Brothers	  and	  Thomas	  Edison	  were	  
interlaced	  with	  her	  own	  content,	  creating	  a	  parallel	  narrative.	  This	  is	  where	  Nightfall	  Recollections	  draws	  a	  
new	   tangent,	   working	   almost	   purely	   from	   an	   autobiographical	   stand	   point,	   drawing	   together	   her	   own	  
narratives	  and	  found	  imagery,	  and	  overlaying	  them	  with	  semiotic	  symbols	  of	  diamonds,	  totems,	  and	  masks.	  
Marker	   argues	   that	   the	   temporal,	   audible,	   and	   visual	   elements	   of	   the	   filmic	   apparatus	  mimic	   the	   image	  
process	   of	   memory,	   and	   being	   that	   traditional	   history	   is	   no	   more	   than	   a	   memory	   written	   down,	   then	  
documentary-­‐like	  practices	  provide	  a	  more	  comprehensive	  account,	  allowing	   for	  an	  easier	  platform	  from	  
which	  to	  articulate	  historiesiv.	  Almost	  like	  a	  physical	  embodiment	  of	  Marker’s	  ideas,	  the	  elements	  of	  sound	  
and	  time	  displacement	  that	  underpin	  Francis’	  representation	  serve	  to	  enunciate	  the	  feelings	  and	  emotions	  
associated	  with	  the	  manipulated	  visuals.	  
These	   found,	  personal,	   and	  semiotic	  elements	  are	   laced	   together;	  pulled	   in	   to	  a	   singular	  environment	   in	  
which	  they	  merge,	  creating	  an	  alternative	  narrative.	  These	  tangential	  narratives	  are	  like	  surrogate	  memories	  
in	  which	  the	  viewer	  is	  offered	  a	  meditation,	  enabling	  them	  to	  amalgamate	  themselves	  with	  the	  beings	  before	  
them.	  This	  experiential	  encounter	  of	  time	  and	  image	  acts	  on	  Lacanian	  mirror	  identity	  formation,	  offering	  an	  
intuitive	  experience	  with	  an	  open-­‐ended	  resolution.	  This	  notion	  is	  something	  unique	  to	  the	  screen,	  as	  the	  
viewer	  both	  sees	   themselves	  as	   themselves,	  and	  as	  another,	   in	  and	  as	   the	   imagev.	  As	  children	  get	  older,	  
parents	   begin	   to	   tell	   them	   of	   things	   they	   did,	   creating	   their	   history	   and	   implanting	   memories	   of	   these	  
forgotten	  moments.	  As	  memory	   is	  a	  malleable	  and	  susceptive	  thing,	   these	  moments	  need	  not	  have	  ever	  
happened	  in	  order	  for	  them	  to	  be	  remembered,	  thus,	  through	  her	  use	  of	  the	  screen	  and	  universal	  imagery	  
Pirrin	  Francis’	  work	  becomes	  a	  part	  of	  the	  viewer’s	  augmented	  memory.	  
1	  	  Chris	  Marker,	  Sans	  Soleil	  (DVD	  2003).	  
i	  	  	  Ákos	  Östör,	  “Sans	  Soleil	  by	  Chris	  Marker,”	  in	  American	  Anthropologist,	  vol.	  89	  (Wiley,	  n.d.),	  1022–1023.	  
ii	   	  	   Jeremy	   Barr,	   “ProQuest	   Document	   View	   –	   ‘How	   Does	   One	   Remember	   Thirst?’:	   Phallic	   and	  Matrixial	  
Memory	   in	   Chris	   Marker’s	   La	   Jetee	   and	   Sans	   Soleil”	   (FLORIDA	   ATLANTIC	   UNIVERSITY,	   2011),	  
http://gradworks.umi.com/14/96/1496233.html.	  
iii	   	  	   Hugh	  Marlais	   Davies,	   Ronald	   J.	   Onorato,	   and	  Museum	   of	   Contemporary	   Art	   Diego	   San,	  Blurring	   the	  
Boundaries:	  Installation	  Art,	  1969-­‐1996	  (Museum	  of	  Contemporary	  Art,	  San	  Diego,	  1997).	  





iv	   	  	   “Immemory	   by	   Chris	  Marker	  —	  Notes	   from	   the	   Era	   of	   Imperfect	  Memory,”	   accessed	  May	   28,	   2013,	  
http://www.chrismarker.org/immemory-­‐bychris-­‐marker/.	  
v	  	  	  Amelia	  Jones,	  Andrew	  Stephenson	  Nfa,	  and	  Andrew	  Stephenson,	  eds.,	  Performing	  the	  Body/Performing	  
the	  Text	  (Routledge,	  1999).	  
vi	   	  	  Elizabeth	  F	  Loftus,	  “Make-­‐believe	  Memories,”	  The	  American	  Psychologist	  58,	  no.	  11	  (November	  2003):	  
867–873,	  doi:10.1037/0003-­‐066X.58.11.867.	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4.0	  Pars	  pro	  toto-­‐	  the	  digital	  incarnation	  
	   4.1	  Letter	  to	  the	  Artists	  
Hi	  there	  ARTISTS	  NAME!	  
	  	  
My	  name	  is	  Andi	  Halfpapp	  and	  I	  work	  with	  Rachael	  Parsons,	  who	  curated	  the	  Virion	  
Project,	  at	  QUT	  the	  Creative	  Industries	  Precinct	  (CIP).	  My	  main	  project	  at	  CIP	  is	  co-­‐curating	  
the	  Parer	  Place	  Urban	  Screens	  (http://parerplaceurbanscreens.wordpress.com/)	  which	  is	  a	  
public	  nightly	  screening	  program	  of	  moving	  image	  exhibitions.	  Alongside	  this,	  I	  am	  also	  
completing	  my	  Masters	  of	  Arts	  (Research)	  with	  a	  particular	  focus	  on	  curatorial	  paradigms	  of	  
exhibition	  design	  that	  use	  visual	  axiality	  to	  create	  synchronic	  and	  diachronic	  relationships	  
between	  works	  in	  the	  exhibition	  space	  in	  order	  to	  immerse	  viewers	  in	  the	  environment	  
this	  creates.	  I	  am	  interested	  in	  how	  works	  of	  art	  talk	  to	  each	  other	  when	  placed	  together	  in	  
an	  exhibition,	  and	  how	  their	  organisation	  within	  that	  space	  can	  alter	  this	  conversation	  and	  
create	  an	  immersive	  environment.	  As	  Parer	  Place	  is	  a	  digital	  environment	  the	  space	  will	  be	  
within	  the	  borders	  of	  the	  screen	  itself	  and	  the	  organisation	  I	  refer	  to	  is	  where	  and	  when	  the	  
works	  play	  on	  the	  screen,	  giving	  each	  work	  its	  own	  space	  but	  creating	  relationships	  between	  
it	  and	  other	  works	  in	  order	  to	  engage	  viewers	  for	  a	  prolonged	  period	  of	  time.	  
	  	  
I	  intend	  to	  use	  the	  proximity	  (physically	  in	  terms	  of	  placement	  and	  also	  conceptually	  in	  
terms	  of	  subject)	  of	  works	  to	  one	  another	  in	  order	  to	  create	  an	  engaging	  dialogue.	  I	  am	  
interested	  in	  putting	  these	  two	  things	  together	  and	  creating	  an	  exhibition,	  currently	  
titled	  pars	  pro	  toto	  (Latin:	  part	  (taken)	  for	  the	  whole),	  using	  a	  number	  of	  video	  works	  that	  
engages	  this	  research	  in	  the	  digital	  screen	  space	  at	  Parer	  Place.	  pars	  pro	  toto	  refers	  to	  both	  
the	  way	  I	  want	  the	  exhibition	  to	  be	  viewed	  as	  well	  as	  why	  I	  have	  chosen	  each	  work-­‐	  they	  are	  
a	  small	  part	  of	  something	  much	  greater	  in	  content	  and	  concepts	  outside	  of	  themselves.	  
I	  have	  been	  using	  the	  Virion	  Digital	  Archive	  as	  a	  starting	  point	  to	  locating	  relevant	  content	  
and	  am	  interested	  in	  including	  your	  work	  TITLE	  as	  part	  of	  this	  exhibition.	  	  	  
	  	  
If	  you	  would	  like	  to	  participate	  in	  this	  exhibition	  please	  send	  a	  copy	  of	  TITLE	  
to	  andihalfpapp@gmail.com	  either	  through	  dropbox	  or	  zipped	  link	  preferably	  formatted	  in	  
either	  .mov	  or	  mp4	  by	  the	  31st	  of	  July.	  The	  work	  will	  be	  screened	  nightly	  from	  1830-­‐2130	  
between	  the	  19th	  of	  August	  and	  the	  9th	  of	  September.	  
	  	  






Intern	  Assistant	  Curator,	  Parer	  Place	  Urban	  Screens	  |	  Masters	  Candidate-­‐	  Curatorial	  Research	  
Creative	  Industries	  Precinct	  |	  Queensland	  University	  of	  Technology	  
Phone:	  07	  3138	  5494	  |	  c.halfpapp@qut.edu.au	  
	  	  
QUT	  Gardens	  Theatre	  |	  Gardens	  Point	  
It's	  My	  Party	  (And	  I'll	  Die	  If	  I	  Want	  To),	  14	  –	  15	  Jun	  
Creative	  Industries	  Precinct	  |	  Kelvin	  Grove	  	  
The	  Games	  of	  Art,	  23	  Jul	  -­‐	  2	  Aug	  
QUT	  Art	  Museum	  |	  Gardens	  Point	  	  
Heavy	  weights:	  international	  works	  on	  paper	  from	  the	  collection,	  until	  28	  Jul	  &	  Charles	  Conder:	  the	  lithographs,	  until	  21	  Jul	  |	  
Open	  Tues–Fri	  10am–5pm,	  Sat–Sun	  12pm–4pm	  	  





Old	  Government	  House	  |	  Gardens	  Point	  
William	  Robinson:	  Insights,	  until	  16	  Jun	  |	  Old	  Government	  House	  guided	  tours	  held	  on	  Tues,	  Wed	  &	  Thur	  mornings	  by	  
appointment	  only	  |	  Open	  Mon–Fri	  10am–4pm,	  Sun	  10am–4pm	  (closed	  Saturdays)	  
The	  Cube	  |	  Gardens	  Point	  
One	  of	  the	  world's	  largest	  digital	  interactive	  learning	  and	  display	  spaces	  |	  Open	  10am–4pm	  daily,	  Mon–Sun	  	  
CRICOS	  No.	  00213J	  
	  
	   	  





4.2	  Website	  and	  Digital	  Advertising	  
	   	   4.21	  Parer	  Place	  Urban	  Screens	  Website	  
http://parerplaceurbanscreens.wordpress.com/	  
	  
	   	   	  





4.22	  	   QUT	  Creative	  Industries	  Precincts	  Website	  
http://www.ciprecinct.qut.edu.au/parerplace/2013/pars-­‐pro-­‐toto.jsp	  
	   	  
	  
	   	  






pars	  pro	  toto	  
19th	  August	  -­‐9th	  September	  
	  
pars	  pro	  toto,	  explores	  how	  digital	  works	  of	  art	  talk	  to	  each	  other	  when	  placed	  together	  in	  an	  
exhibition,	  and	  how	  their	  organisation	  within	  that	  space	  can	  alter	  this	  conversation	  and	  create	  an	  
immersive	  environment.	  As	  Parer	  Place	  is	  a	  digital	  environment,	  the	  space	  exists	  within	  the	  
borders	  of	  the	  screen	  itself,	  and	  the	  organisation	  referred	  to	  is	  where	  and	  when	  the	  works	  play	  
on	  the	  screen.	  Their	  physical	  proximity	  in	  terms	  of	  placement,	  and	  also	  conceptually	  in	  terms	  of	  
their	  subject,	  creates	  relationships	  and	  dialogues	  between	  works	  in	  order	  to	  engage	  viewers	  for	  
a	  prolonged	  period	  of	  time;	  however	  it	  is	  integral	  that	  each	  is	  given	  its	  own	  space	  in	  which	  to	  
exist.	  pars	  pro	  toto	  refers	  to	  both	  the	  way	  the	  exhibition	  is	  to	  be	  viewed	  as	  well	  as	  why	  the	  works	  
within	  it	  have	  been	  chosen	  –	  using	  an	  uncanny	  combination	  of	  sound	  and	  vision	  they	  unnerve	  
the	  viewer,	  triggering	  a	  phenomenological	  response	  that	  extends	  past	  their	  digital	  existence.	  
	  ——	  
Andi	  Halfpapp	  is	  an	  emerging	  artist	  and	  Brisbane	  based	  curator.	  Her	  curatorial	  practice	  and	  
current	  Masters	  research	  explores	  organisational	  models	  that	  create	  immersive,	  discursive,	  
democratic,	  and	  engaging	  experiences	  that	  embrace	  the	  viewer’s	  pre-­‐existing	  knowledge	  as	  part	  
of	  the	  exhibition.	  In	  this	  way	  she	  aims	  to	  create,	  through	  the	  design	  and	  the	  overlapping	  
relationships	  between	  the	  works	  within	  it,	  a	  ‘pars	  pro	  toto’	  (Latin:	  part	  (taken)	  for	  the	  whole)	  
exhibition.	  Her	  practice	  explores	  curatorial	  paradigms	  of	  exhibition	  design	  that	  use	  visual	  axiality	  
to	  create	  synchronic	  and	  diachronic	  relationships	  between	  works	  in	  the	  exhibition	  space	  in	  order	  
to	  immerse	  viewers	  in	  the	  environment	  this	  creates.	  
Works	  in	  order	  of	  appearance:	  





Pirrin	  Francis	  	  Seance	  (I	  Can’t	  Stand	  it)	  6:24	  Australia	  
Tegan	  V	  Smith	  Woman:	  My	  Body	  is	  my	  Vessel	  for	  my	  Soul	  and	  Emotions	  5:02	  Australia	  
Jade	  Rude	  Double	  Dutch	  0:19	  (silent)	  Canada	  
Bárbara	  de	  Azevedo	  Storm	  1:00	  Brazil	  
Marcelina	  Wellmer	  Dark	  Light	  2:10	  Germany	  
Meagan	  Streader	  Glitter	  Remix	  2:05	  Australia	  
Emma-­‐Jane	  McVittie	  DNA	  Frequency	  6:02	  (silent)	  Australia	  
Sarah	  Duncan	  Dispersive	  Prism	  0:26	  (silent)	  United	  States	  
Reyes	  Meléndez	  The	  End	  2:05	  United	  States	  
Bernhard	  Jordi	  Doppelte	  Hoffnung	  1:31	  Switzerland	  
Genki	  Osada	  facial	  esthe	  0:21	  (silent)	  Japan	  
Loudwig	  van	  Ludens	  Anamorphic	  Trains	  I	  1:22	  Germany	  
Ye	  Ji	  Kim	  Bori	  bori-­‐ssal	  0:27	  New	  Zealand	  
Matteo	  Pasin	  wait	  0:22	  Italy	  
-­‐	  
Image	  Courtesy	  of	  the	  Artists	  and	  Curator.	  
Tegan	  V	  Smith-­‐	  Woman:	  My	  Body	  is	  my	  Vessel	  for	  my	  Soul	  and	  Emotions	  
Pirrin	  Francis-­‐	  Seance	  (I	  Can’t	  Stand	  it)	  
Jade	  Rude-­‐	  Double	  Dutch	  





	   4.3	  Documentation	  










	   	  





5.0	  pars	  pro	  toto-­‐	  The	  Physical	  Exhibition	  





















Curated	  by	  Andi	  Halfpapp	  



























-­‐Multi	  use	  exhibition	  space	  (visual	  art,	  fashion	  shows,	  
performance) 	  
-­‐	  Large	  open	  area	  with	  two	  smaller	  installation	  spaces 	  
-­‐	  Space	  layout	  can	  be	  changed	  with	  curtains	  and	  
temporary	  walls/screens	  	  
-­‐Projectors	  and	  Electricity	  easily	  managed	  (under	  floor	  
and	  wall	  panels,	  from	  ceiling) 
Visitors 
-­‐Patrons	  are	  mainly	  students	  and	  university	  staff,	  often	  
attracts	  other	  gallery	  professionals	  as	  head	  curator	  and	  
exhibitions	  officer	  borrow	  works	  from	  artists	  such	  as	  Bill	  
Viola 
-­‐	  Sound	  can	  be	  overlapped	  or	  headphones	  used.	  Usually	  
doesn’t	  suffer	  from	  excess	  audience	  noise	  on	  opening	  
nights	  
-­‐	  Visitors	  spend	  a	  lot	  of	  time	  in	  the	  space	  comparatively	  
with	  other	  arts	  spaces	  
	    






































5.12	  Exhibition	  Design	  Brief	  
	  
Project	  Title	  
	   	  
pars	  pro	  toto	  
	  
Project	  Type	  





An	  exhibition	  that	  engages	  audiences	  through	  its	  design	  which	  it	  is	  based	  on	  
the	  knowledge	  and	  arrangement	  of	  works	  to	  create	  synchronic	  and	  
diachronic	  relationships	  using	  visual	  axiality.	  
	  
The	  works	  themselves	  have	  been	  chosen	  based	  on	  the	  way	  they	  will	  interact	  
together	  in	  the	  space,	  which	  is	  predicated	  on	  the	  notion	  of	  affect	  and	  




In	  a	  singular	  open	  space	  allow	  works	  to	  speak	  for	  themselves	  whilst	  
simultaneously	  creating	  an	  engaging	  and	  immersive	  space	  with	  the	  
overlapping	  sounds,	  visuals,	  and	  concepts	  of	  each	  work.	  The	  space	  should	  be	  
dynamic	  and	  engage	  as	  many	  dimensions	  as	  possible	  (walls,	  floor,	  ceiling)	  
	  
	  
Design	  and	  Construction	  Requirements	  
	   	  
Entry	  Wall-­‐	  	  ply	  theatre	  backing	  
	   Large	  Screen	  
	   Projector	  
	   Hanging	  Lightbox	  
	  
Exhibits	  
	   	  
5	  works	  
Erin	  Coates	  Merge	  
Rebecca	  Daynes	  prayer	  for	  a	  third	  arm	  
Jake	  Sun	  No	  Destination,	  Home	  
Sean	  Phillips	  Open	  Closed	  
Genine	  Larin	  











	   	  









The	  visitors	  experience	  is	  intended	  to	  be	  of	  minimal	  guidance.	  There	  is	  a	  designated	  
entry	  and	  exit	  point	  so	  as	  to	  foster	  the	  development	  of	  journey	  through	  the	  open	  
space,	  which	  has	  no	  other	  walls	  or	  instructions	  for	  experience.	  	  They	  will	  be	  guided	  
through	  this	  space	  using	  arrows	  on	  the	  floor	  as	  well	  as	  in	  the	  construction	  of	  the	  
entrance	  and	  exit	  space;	  the	  entry	  being	  much	  wider	  than	  the	  exit.	  As	  the	  viewer	  
exits	  the	  space,	  they	  are	  offered	  an	  Ipad	  or	  QR	  Code	  that	  will	  direct	  them	  to	  the	  
exhibition	  collateral,	  which	  includes	  an	  essay	  by	  the	  curator,	  and	  various	  articles	  and	  
images	  related	  to	  the	  artists	  and	  their	  work.	  The	  works	  themselves	  are	  arranged	  in	  
an	  open	  and	  overlapping	  manner	  that	  includes	  sound,	  vision,	  and	  physical	  objects.	  
The	  aim	  of	  this	  is	  through	  the	  design	  of	  the	  exhibition	  make	  the	  works	  and	  their	  
arrangement	  the	  primary	  access	  point	  to	  experiencing,	  and	  thus	  understanding,	  the	  



































	   	  





	   	  







	   	  


























5.2	  Website	  and	  Advertising	  
	  



























Responding	  to	  pars	  pro	  toto	  –	  Grace	  Winzar	  
	  
The title of Andi Halfpapp’s 2014 exhibition Pars Pro Toto refers to the Latin meaning-‘A part or aspect 
of something taken as representative of the whole’[1]. More specifically: a part that represents or 
connects to a greater universal idea. Each of the six artists in this exhibition (Genine Larin, Jake Sun, 
Rebecca Daynes, Sean Phillips, Erin Coates and Stuart James) provided artworks with individual 
concepts and differing subject matter, but within the context of this exhibition they spoke to each other. 
This is largely the result of Halfpapp’s discursive curation. 
 
The dominant curatorial mode tends to present artworks in a linear fashion inside a white cube[2]. This 
kind of curation is modernist, in which collections are presented in a minimalist fashion with white walls 
and bright lights, usually accompanied by didactics. This has been established as safe and effective in 
terms of generating focus upon each particular artwork and it’s concept. At the risk of being cut by 
Occam’s Razor, Halfpapp opted for a postmodern approach, presenting works through a non-linear 
gaze, bordering on chaotic. The unique positioning of all works entwined the concepts and brought the 
similarities between them into plain sight, without the need for wall didactics or even a catalogue 
essay. Pars Pro Toto was self-reflexive; it was an exhibition about curatorial practice just as much as it 
was about the art itself. 
 
The exhibition was held in QUT’s Creative Industries Precinct, a lengthy rectangular space with high 
ceilings and an industrial feel.  The space was dimly lit, with the use of light boxes and spot lighting to 
highlight individual artworks, so that rather than systematically viewing object to object, the audience 
could freely wander through the darkness, discovering and exploring the unusually and sometimes 
awkwardly placed artworks. 
While the artworks were quite different in terms of style and media, they connected elusively in concept; 
a connection that was enhanced by the way in which they were presented. The artworks explored 
subjects as varied as empathy, sociality, linguistics and sexuality; the common factor being that they 
each had fundamentally human qualities or characteristics. The presentation, including placement of 
the artworks and the presence of sounds reverberating throughout the gallery space, caused the works to 
physically overlap, which created an interconnectedness that appeared organic, as though the gallery 
space itself had become a sentient, breathing thing. 
Despite the fairly large space, the artworks were placed in close proximity and positioned both in the 
center of the space as well as bordering the edges, forcing the audience to weave between them. Rebecca 
Daynes’ Prayer For A Third Arm was displayed not on a wall but in a freestanding light box, angled 
away from the entrance. Genine Larin’s Organs Without Bodieswere hung and displayed at different 
heights, and the positioning was curved organically rather than in a straight line. 
 
Sean Phillips’ Untitled (Electric Typewriter on Paper) were displayed laying flat sitting in their frames 
on the ground, rather than being hung on a wall. This was an uncomfortable display; positioning viewers 
to either kneel down to study the works or choose to walk around them. This worked well within the 
context of the exhibition, because the awkward positioning made them a focus point (they were not lost  





on the wall and they were made highly visible) and yet it made the writing on the artworks themselves 
more difficult to read. In a way, this display may have emphasised the artist’s point, as these works are 
about language, referring perhaps to the loss or lack of power of words. 
 
Erin Coates’ collaboration with Stuart James, Merge was displayed near Larin’s sculptures. The film is a 
car that has human-like qualities; blood-red airbags take over the entire car’s interior; they fill with air 
like lungs and move and flail about until finally breaking through the windscreen and windows. It was 
probably not a coincidence that this work was positioned near Larin’s sculptures. A ‘breathing’ car and 
organs ‘without bodies’, in the context of this exhibition these otherwise unrelated concepts now 
complement each other; as though the organs were surgically removed from the car and carefully laid 
out on the operating table. 
 
Finally, the exhibition was tied together by Jake Sun’s No Destination, Home. This work was displayed 
on two large screens, the same work repeated but one in a blue tone and one in red. The video was an 
abstract blend of colours that appeared to be sucked through a vortex; the film was looped, positioning 
the viewer to follow a never-ending drive into a black hole. This was accompanied by an abstract sound, 
which echoed throughout the gallery space. The effect of displaying this work on two screens gave it the 
appearance of a pair of large irises, as though the work itself was alive and watching the audience right 
back. 
[1] Pars pro toto definition, Oxford Dictionary, 2014, <www.oxforddictionaries.com> 
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